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Abstract
Approximate translation is developed as a design process through which the 
place-embedded history of an urban environment can be understood, allowing 
for better design and intervention in that urban environment. Generally, ap-
proximate translation champions media, narrative, and experience as design 
elements that have traditionally been excluded from disciplinary discourse 
and are necessary for any design in contemporary practice. The processes 
of displacement, replacement, and surrealization are proposed as three such 
translations and are demonstrated in the transformation of the Boston neigh-
borhood of Allston into Allstonland (a theme park in Hong Kong), New Allston 
(a revised Allston with six interventions organized around Platonic Forms), and 
a live model of New Allston. The live model is developed as a new form of ar-
chitectural and urban design representation that can incorporate the temporal, 
mediatic, and experiential elements which are ill-conveyed through convention-
al means. Ultimately, approximate translation is intended to transform urban 
environments into their ideal forms, to inject new meaning into empty urban 
signifi ers, to alter local subjectivities, and to generate a new sense of civitas. 
Theories of media, theming and scripted space, Pop and Surrealist art, Marx-
ism and neoliberal capital, postmodernism, aesthetics, semiotics, modernist 
architecture, epistemology, and hermeneutics are drawn upon in order to con-
struct a framework for this that is both robust enough for use in practice and 
pedagogy, as well as mutable enough for further refi nement and expansion.
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5Preface
This book has been organized with the “mosaic approach” demonstrated by 
Marshall McLuhan in The Gutenberg Galaxy. The main body of the book con-
tains several short chapters, images, and a running margin of footnotes and 
quotations, and the book is concluded with several appendices. It is intended 
that you can read the book from beginning to end, by turning to a random 
page and reading it, from end to beginning, or any which way. The elements 
of the book are topologically placed such that, like the tiles of a mosaic, ele-
ments with greater proximity are more closely related, allowing a full reading of 
“approximate translation” to emerge the longer one sits with the book.
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8 Process of Approximate Translation
Getting there, then, is not half 
the fun: it’s all the fun.
—MS
The concept of progress must 
be grounded in the idea of catas-
trophe, That things are ‘status 
quo’ is the catastrophe. It is not 
an ever-present possibility but 
what in each case is given. Thus 
Strindberg (in To Damascus?): 
hell is not something that awaits 
us, but this life here and now.
—WB
It signals right from the start 
an intention to tamper with the 
familiar modalities of time, to 
shake up the normal fl ow of the 
linear text to allow other, more 
‘lateral’ connections to be made.
—ES
Humor as a system of commu-
nications and as a probe of our 
environment—of what’s really 
going on—affords us our most 
appealing anti-environmental 
tool. It does not deal in theory, 
but in immediate experience, and 
is often the best guide to chang-
ing perceptions.
—MM2
9What Is an Approximate Translation?
All translations are, to some degree, approximate: the best one-to-one transla-
tion might have a perfectly accurate denotation but still lack a comprehensive set 
of respective connotations. And this is to say nothing of translations that must 
deal with lexical gaps, variations in syntax, and outright error. Yet, nevertheless, 
one can fi nd translations that somehow manage to be even more clear, poetic, and 
true than their originals.1 The key is not in surface-level semantic accuracy, or 
even structural integrity, but rather in a devotion to maintaining the meaning and 
experience that affect a reader.2 The same is true for non-verbal translations—the 
shift of a meaning or experience from one medium to another, or for the transpo-
sition of a space from one place to another, or for the revelation of events from 
one time into another. In other words, one might translate the rainforest into a 
restaurant, or Ancient Greece into a Tennessean town,3 and despite the obvious 
errors in translation, its approximate nature nevertheless provides an articulate set 
of signs and symbols that is of useful value to its readers.
As a means of testing these claims, herein are demonstrated a set of approxi-
mate translations that work toward transforming Allston, a nondescript neighbor-
hood in Boston, into a more certain version of itself. They are a means to allow 
things to become more themselves, to add defi nition to the otherwise generic, 
or perhaps even to combat the pervasive mechanisms of globalization which 
have gradually evacuated the real from everyday life. In the case of urban space 
(particularly of the Americanized vein), it is a proposal for engendering a con-
temporary sense of civitas in contrast to the dominant orders of consumerism and 
individualism.
The fi rst and most widely used translation is simply that of a conventional 
design process in which site, context, and traditional operations of fi lling and 
connecting are deployed. Next, several new proposed translations are demon-
strated though these are by no means exhaustive of the potential varieties of 
translation. There is displacement, or the transposition of an urban ecology into 
a foreign place. The act of displacement compels the translator to more fully 
understand the source material as well as provides clarity through the removal 
of contextual noise. Subsequently, of course, this can be re-translated back into 
its original state through an act of replacement which brings with it the learning 
from the original act of translation. And, fi nally, there is surrealization, or the 
layering of confl icting perceptions of a place into a synthetic whole which ad-
heres to subconscious realities rather than a misleading “rational” reality equally 
subject to hyperreality as any other.
One can even consider this project’s conversion into a book an act of ap-
proximate translation.
 1
Compare, for example, Gen-
esis 1:1 in the King James 
Version with the word on 
the street: “In the beginning 
God created the heaven and 
earth. And the earth was 
without form, and void; and 
darkness was upon the face 
of the deep. And the Spirit 
of God moved upon the face 
of the waters.” vs. “First off, 
nothing. No light, no time, 
no substance, no matter. 
Second off, God starts 
it all up and WHAP! Stuff 
everywhere! The cosmos in 
chaos: no shape, no form, 
no function– just darkness ... 
total. And fl oating above it 
all, God’s Holy Spirit, ready 
to play.”
Special effects operate also 
as literature. In fact, I am quite 
convinced that the book itself is a 
Renaissance computer.
—NK1
With the precise prescience of a 
true Master of the Universe, Wal-
ter Wriston recently declared that 
‘the 800 telephone number and 
the piece of plastic have made 
time and space obsolete.’ Wriston 
ought to know. As former CEO of 
the suggestively named Citicorp, 
he’s a true Baron Haussmann for 
the electronic age, plowing the 
boulevards of capital through 
the pliant matrix of the global 
economy.
—MS
 2
One might see a parallel in 
the shift from generative 
toward cognitive linguistics.
 3
A full-scale replica of the 
Parthenon was built in Nash-
ville, Tennessee as part of the 
1897 Expo.
10 Allston
Allston, by all appearances, is very nearly the most normal neighborhood 
in America. Like Palms in Los Angeles, is primarily a residential neighbor-
hood with a few strips of commercial development that isn’t really defi ned by 
anything. Its urban form matches that of the most generic elsewhere in Bos-
ton: triple-deckers and row house-style apartments with bay windows. But just 
beneath its innocuous surface lies a wealth of indigenous culture, idiosyncratic 
tendencies, and cultural detritus waiting to be mined.
The neighborhood hardly lives up to its namesake, Washington Allston.4 
Depending on which portion of the neighborhood you are in, there is either trash 
and vomit (probably near Harvard Ave and Comm Ave) or soon-to-be CEOs 
(around the Harvard School of Business). If there are any demographic groups 
that are more noticeable in the highly mixed community, it is likely the groups 
of students and recent immigrants. International languages abound, particularly 
down Harvard Ave where a Korean restaurant, a Brazilian salon, and a Russian 
grocery abut each other. Overall, however, it is largely ignored by development 
and political programs in Boston as it is perceived to be a shabby but just about 
alright neighborhood. It’s nothing to write home about, but nothing to worry 
about either—it can just be ignored.
But the plot thickens. Allston, like most of Boston, has been built on fi ll, 
on layer after layer of itself. What is now the CSX Railyard, a huge swath of 
land that is not even accessible by sight, was formerly the nationally recognized 
Brighton Park horserace track, and before that a picturesque landscape surround-
ed by residential development, and before that a muddy waste that was more-
or-less part of the Charles River. And now it is slated to be eaten up by Harvard 
University’s rapid expansion which is also happening elsewhere around Lower 
Allston (named for its elevation, not its latitude)—an expansion that happened at 
the swift stroke of midnight when a swath of wealthy alumni had bought up indi-
vidual parcels around the neighborhood and deeded them over to the university, 
fl outing the due process of eminent domain. Also cutting through the neighbor-
hood are Mass Pike which was touted as “the world’s most modern superhigh-
way” when it was fi rst proposed, and the MBTA Green Line which was part of 
the oldest submerged subway in the nation.
Elsewhere in the neighborhood, WBZ Studios stands as the fi rst commercial 
radio station in the nation, and the Horace Mann School for the Deaf and Hard of 
Hearing was home to Alexander Graham Bell when he began to develop the tele-
phone, and Helen Keller when she learned to speak. Packard’s Corner emerged 
from Packard’s Sales Stable and Riding School and later became one of the fi rst 
urban auto malls where Boston businessman Alvan Tufts Fuller used the brand-
ing to capitalize on a franchise of the Packard Motor Car Company. And most 
notable in contemporary culture is Allston’s alter ego, “Rock City”—the neigh-
borhood is home to several important performance venues and has been home to 
many bands, not least of all Aerosmith.5
Foucault contrasts these ‘real 
places’ with the ‘fundamen-
tally unreal spaces’ of utopias, 
which present society in either 
‘a perfect form’ or else ‘turned 
upside down’: ‘The heterotopia 
is capable of juxtaposing in a 
single real place several spaces, 
several sites that are in them-
selves incompatible.’
—ES
Not surprisingly, since every-
one is potentially an expert on 
everyday life, everyday life has 
never been of much interest to 
experts. Lefebvre pointed out that 
although experts and intellectu-
als are embedded in everyday 
life, they prefer to think of them-
selves as outside and elsewhere. 
Convinced that everyday life is 
trivial, they attempt to evade it.
—MC2
Stories about places are make-
shift things. They are composed 
with the world’s debris.
—MdC
 4
Washington Allston was a 
graduate of Harvard College 
in 1800 and was ultimately 
buried in “The Old Burying 
Ground” of Harvard Square 
after a lifetime of travel and 
writing. He was known for 
pioneering the American 
Romantic movement.
 5
For corroboration on much of 
this history, visit the Brighton 
Allston Historical Society 
online at <http://bahistory.
org>.
11Agglomeration Mapping: International Market Cluster
A different topography, not 
architectonic but anthropocentric 
in conception, could show us all 
at once, and it its true light, the 
most muted quartier: the isolated 
fourteenth arrondissement.
—WB
Couldn’t an exciting fi lm be 
made from the map of Paris? 
From the unfolding of its various 
aspects in temporal succession? 
. . . And does the fl âneur do 
anything different?
—WB
12 An Urban Design for Allston
Cities are inexhaustible and 
contain so many overlapping 
and contradictory meanings—
aesthetic, intellectual, physical, 
social, political, economic, and 
experiential—that they can 
never be reconciled into a single 
understanding.
—MC2
The best way, while dreaming, 
to catch the afternoon in the net 
of evening is to make plans. The 
fl âneur in planning.
—WB
It would be profi table to 
discover certain defi nite features 
leading toward the physiognomy 
of the city dweller. Example: the 
sidewalk, which is reserved for 
the pedestrian, runs along the 
roadway. Thus, the city dweller 
in the course of his most ordinary 
affairs, if he is on foot, has con-
stantly before his eyes, the image 
of the competitor who overtakes 
him in a vehicle.
—WB
13Why No Style?
Nearly every architect that is practicing today—and, in fact, every designer 
in general—has a particular style. It is their fi ngerprint, their signature. It is the 
commodity which they offer to the world: a building, or a spoon, or an idea in 
their style. Zaha Hadid might be sort of swooshy and primarily continuous, while 
Thom Mayne has corners and vaguely fabrication-y styled building parts. But 
what does this do when we bleed over into the social? How does style translate 
into urban space? It is not an easy task. Interestingly, even the most stylized of 
designers fi nd themselves at a loss when approached with the task of urban plan-
ning. There are a few potential options: design an inordinately large building with 
the signature style—in other words, SCALE UP! Or design an urban detail, a mo-
tif that is replicated on bus stops and paver tiles. Or, fi nally, attempt to inscribe 
style into a planometric design. Each of these possibilities offers a slim chance of 
interesting success, and a large likelihood of disastrous failure.
An entirely alternative proposal might be the radical approach that has been 
unwittingly used since urban design received a name: to abandon style altogether. 
This certainly is not an approach that is used intentionally, and similarly many 
notable plans are quite intentional in forcing style upon the ground be it through 
one of the aforementioned methods, or another. Yet in some of the best, under-
stated urban planning, one fi nds no style at all. How does one design without 
style, and how might one use such a practice with intention and across other 
scales and scopes? As it turns out, participatory processes tend toward no style 
due to their inherently confl icting perspectives toward ideal outcomes. As the 
Polaroid images developed for the New Allston project suggest, having no style 
turns out to make a strong comment indeed. Each coming from the hand of a 
different person with a different experience of the project, these micro-narratives 
make a composite whole that is far more complex and rich than what one design-
er could ever create.
So why no style? “No style” is a philosophical statement. It might mean a 
defense of minimalism. Less is more, emptiness holds the possibility of being 
fi lled, and good design is as little design as possible—so says Ludwig Mies van 
der Rohe, Kenya Hara, and Dieter Rams. But then every once in a while, things 
need to be a little more punchy, they need some panache—so maybe “no style” 
is actually the championing of a sans elegance, raw and a bit tacky. Glitch art6 
right after Braun. Indeed, there are different modes of action that are appropriate 
for different situations. Then “no style” means just that: freeing oneself from the 
walls of style, allowing you to have the solution that is always just about right.
The masquerade of styles, as 
it unfolds across the nineteenth 
century, results from the fact that 
relations of dominance become 
obscured. The holders of power 
in the bourgeoisie no longer 
necessarily exercise this power 
in the places where they live (as 
rentiers), and no longer in direct 
unmediated forms. The style of 
their residences is their false 
immediacy. Economic alibi in 
space. Interior alibi in time.
—WB
‘I’ve done my best to under-
stand and respect your pictures,’ 
she said. ‘Why won’t you do 
the same for mine?’ ‘Do you 
know the meaning of the word 
“kitsch”?’ I said. ‘I wrote a 
book called Kitsch,’ she said. ‘I 
read it,’ said Celeste. ‘It’s about 
a girl whose boyfriend tried to 
make her think she has bad taste, 
which she does—but it doesn’t 
matter much.’
—KV
Just as certain modes of 
presentation—genre scenes and 
the like—begin, in the course of 
the nineteenth century, to ‘cross 
over’ into advertising, so also 
into the realm of the obscene.
—WB
 6
See “Glitch Art” episode of 
“Off Book” on PBS (aired 
8/9/12) at <http://video.pbs.
org/video/2265493171> for 
an explanation of glitch art.
14 Three Architectural Films
Film: unfolding of all the forms 
of perception, the tempos and 
rhythms, which lie preformed in 
today’s machines, such that all 
problems of contemporary art 
fi nd their defi nitive formulation 
only in the context of fi lm.
—WB
The primary interest of alle-
gory is not linguistic but optical. 
‘Images—my great, my primitive 
passion.’
—WB
This is why I speak to them in 
parables, because seeing they do 
not see, and hearing they do not 
hear, nor do they understand.
—Matt. 13:13, ESV
15Jonathan Crisman Loves Pop (And So Does Everybody Else)
The nearest neighbor to scripted space within the trajectory of avant-garde 
cultural practice would probably be Pop. The origins of the movement lie within 
a critique of a consumption culture yet its means take on a variety of forms: 
irony, shallow acceptance, reproduction, increasing the scale. Key though is an 
eventual widespread use of the signs and symbols that are understood within the 
context of the dominant culture, allowing for multifarious readings of its produc-
tion: a critic reads critique, a consumer reads consumption, or an artist reads art. 
The common denominator, however, is a strange, blurry message that somehow 
straddles all three. The consumer also sees art and critique, while the critic also 
sees art and consumption, and the artists also sees critique and consumption. Pop 
art leaves no audience unscathed despite its curious likeability.
Pop art’s initial use, of course, was striking as cultural critics such as Max 
Horkheimer and Theodor Adorno called attention to the seductive and subversive 
danger of a populace entranced by popular culture produced at the whims of mar-
ket interests.7 They also suggested its devious aims would bleed into so-called 
high culture, not least of all through vectors like Pop. Even the most avant-garde 
of cultural production now operates within neoliberal mechanisms of exchange. 
While their death knell has largely come to fruition, Pop still marches forward no 
matter how virulent neoliberal forces have become. Mark Jarzombek has called 
for the embrace of the death of culture through the championing of Pop8—and 
why not? Because the very DNA of Pop is based on appropriation of the total-
izing power of capital, the more that it is subsumed within capital’s forces, the 
more it stands out like an awkward, funny, misshapen, sore thumb.
Even more convenient is the fact that it is already legible to a mass audience. 
Pop’s voice, techniques, and language nicely complement the large-scale spatial 
maneuverings of scripted space. Their spawn offers potential for something that 
is more than a critical scripted space, or even a giant, scripted Pop installation. 
Rather, their combination offers a means for the production of space on human 
terms other than its only, sad, albeit well-meaning cousin, the practice of every-
day life. De Certeau’s musings offered a backdoor through which the disenfran-
chised might have agency but Pop-cum-scripting takes a wrecking ball to the 
whole wall, offering transformation wholesale and at a large scale!
It formed letters, and these 
letters formed a word, the word 
‘Bullrich Salt.’ . . . And didn’t 
that poster furnish an image for 
things that no one in this mortal 
life has yet experienced? An im-
age of the everyday in Utopia?
—WB
‘Tut, tut, child!’ said the Duch-
ess. ‘Everything's got a moral, if 
only you can fi nd it.’
—LC
The darkest secret of this coun-
try, I am afraid, is that too many 
of its citizens imagine that they 
belong to a much higher civiliza-
tion somewhere else. That higher 
civilization doesn’t have to be 
another country. It can be the 
past instead—the United States 
as it was before it was spoiled by 
immigrants and the enfranchise-
ment of the blacks. This state 
of mind allows too many of us 
to lie and cheat and steal from 
the rest of us, to sell us junk and 
addictive poisons and corrupting 
entertainments. What are the rest 
of us, after all, but sub-human 
aborigines?
—KV
 7
See Max Horkheimer and 
Theodor Adorno, Dialectic 
of Enlightenment, (New York: 
Herder and Herder, 1972).
 8
See Mark Jarzombek, “ECO-
POP: In Praise of Irony, Hy-
perbole, and Readymades,” 
Cornell Journal of Architec-
ture, no. 8 (2011): 58–62.
16 Experience Allstonland: Packard’s Corner
Scripted spaces are a walk-
through or click-through environ-
ment. . . . They are designed to 
emphasize the viewer’s journey—
the space between—rather than 
the gimmicks on the wall. The 
audience walks into the story.
—NK1
Finally, this new realm is a city 
of simulations, television city, the 
city as theme park. . . . In most 
American cities, the ‘historic’ has 
become the only complicit offi cial 
urban value. The result is that 
the preservation of the physical 
remnants of the historical city 
has superseded attention to the 
human ecologies that produced 
and inhabit them.
—MS
17Plan for Packard’s Corner in Allstonland
We crave imagined locales 
more than we do actual ones.
—SL
Environments are pervasive. 
Their groundrules, pervasive 
structure, and overall patterns 
elude easy perception.
—MM2
18 Allstonland
Allstonland, the product of an act of displacement, is a theme park based on 
the cultural detritus of Allston and is located in Hong Kong. Due to a drawn out 
political battle, a large, primed swath of land sits vacant just across Hong Kong 
Disneyland waiting to be developed. As a site for our thought experiment, it is 
perfect: it is foreign, semi-tabula rasa, and ensconced in a media environment, 
but none of these things to a degree of absurdity. This absurd project demands 
respect, and we can afford it because the project is strangely plausible.
Our fi rst step is to isolate the various strands of experience that one might 
have in Allston. To transform them into rides, restaurants, and experiences within 
our theme park is to understand them on their own terms in a way that is impos-
sible by conventional means. And here is the key of approximate translation: we 
don’t provide a one-to-one re-location of, say, Paradise Rock Club from Allston 
onto the shores of Penny’s Bay. Rather, its approximate translation and conjoin-
ment with Brighton Music Hall into Paradise Music Hall allows us to perceive its 
alternate realities while maintaining its core DNA.
Other considerations abound. With regard to an urban design, all Disney 
parks tend to fall into either an axial organization (like most of the Magic King-
dom parks) or a clustered organization (like many of the parks that are paired 
with a Magic Kingdom park).9 Accordingly, Allstonland is clustered as Hong 
Kong Disneyland’s foil, and has experiences grouped into the key urban group-
ings in Allston: the Charles River, Harvard University, Comm Ave, Harvard Ave, 
Packard’s Corner, and Brighton Park. Each of these lands has its experiences di-
vided among restaurants, quick eats, shops, “fl ipper” rides,10 shows, and tent-pole 
rides and attractions. Furthermore, the architectural considerations are particular: 
façade treatments are critical, as are space requirements and the relationship of 
public fantasy to hidden service areas.
Here, after isolating experience and structure, we also have the freedom to 
make form into its ideal shape. For example, in light of Harvard’s transmogrifi ca-
tion, why not correct the age-old error of Harvard Square’s name (that there is, 
in fact, no square), and make a Harvard Square land which is a literal square? 
Such a powerfully Platonic form suggests potentials of the exercise, as well as 
heightens our productive absurd-plausible dichotomy. And even more so, such an 
exercise in form is unique in its planometric orientation rather than operating on 
conventional visual cues. In the end, these are the key takeaways which we can 
extract from our thought experiment: experiences can be isolated, understood, 
and recreated in the public realm; and experiences can be organized into Platonic 
Forms aimed at transforming Allston into its ideal form.
In the Disney utopia, we all 
become involuntary fl âneur and 
fl âneuses, global drifters, holding 
high our lamps as we look every-
where for an honest image.
—MS
The theme park presents 
its happy regulated vision of 
pleasure—all those artfully hood-
winking forms—as a substitute 
for the democratic public realm, 
and it does so appealing by 
stripping troubled urbanity of its 
sting, of the presence of the poor, 
of crime, of dirt, of work.
—MS
 9
See Tessera 24—Organiza-
tional Patterns in Disney’s 
Parks.
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“Flipper” rides are small, 
track-driven rides which 
generally involve a story that 
unfolds through painted pan-
els that fl ip out of the way as 
a rider’s vehicle passes by.
19Plan for Allstonland
‘It isn’t a painting at all! It’s a 
tourist attraction! It’s a World’s 
Fair! It’s a Disneyland!’
—KV
Steeplechase Park, Luna Park, 
and Dreamland established the 
basic elements of this new ma-
chinery of pleasure. Their evoca-
tions of travel in time and space, 
lilliputianization, physics-defying 
rides, ecstatic relationship to new 
technology, effi cient organizing 
architecture of spectacle and co-
ercion, and aspirations to urban-
ism—all harbinger apotheosis at 
Disneyland.
—MS
20 Plan for Charles River Circle in Allstonland
The only logic is the faint buzz 
of memories of something more 
or less similar . . . but so long 
ago, perhaps even yesterday.
—MS
In sum, the themed milieu, with 
its pervasive use of overarching 
symbolic motifs that defi ne an 
entire built space, increasingly 
characterizes not only cities but 
also suburban areas, shopping 
places, airports, and recreational 
spaces such as baseball stadia, 
museums, restaurants, and 
amusement parks. Progressively, 
then, our daily life occurs within 
a material environment that is 
dependent on and organized 
around overarching motifs.
—MG
21Experience Allstonland: Charles River Circle
As an extension and expediter 
of the sense life, any medium at 
once affects the entire fi eld of the 
sense, as the Psalmist explained 
long ago in the 113th Psalm: 
‘Their idols are silver and gold, 
The work of men’s hands. They 
have mouths, but they speak not; 
Eyes they have, but they see not; 
They have ears, but they hear 
not; They have hands, but they 
handle not; Feet have they, but 
they walk not; Neither speak 
they through their throat. They 
that make them shall be like unto 
them; Yea, every one that trusteth 
in them.’
—MM1
Among all the subjects fi rst 
marked out for lyric expression 
by Baudelaire, one can be put at 
the forefront: bad weather.
—WB
22 Marshall McLuhan’s Middle Meddling
This project is indebted to Marshall McLuhan’s attitude toward media. Plural 
of medium, and with origins in the Latin medius which means “middle,” media 
are anything that acts as an intermediate between two other things. For the pur-
poses of this project, one of those things is often a person. This expanded view 
of media goes beyond mass media (television, radio, and other so-called “multi-
media”) to include tools (e.g., shears mediating between the hand and a topiary), 
glasses (mediating between the eye and a fi eld of vision), and any number of 
other things. This can also include architecture as a mediator between the skin 
and environment, or between the mind and history, or between the legs and sky—
depending on how one uses and interprets a particular instance of architecture. 
And there are, of course, instances where architecture, and particularly urban de-
sign, act not as direct media but rather as a structure in which media are embed-
ded. McLuhan identifi es media as “extensions of man,” each medium extending 
one of our own bodily senses or functions—such as the hand, the eye, the skin, or 
the legs in the examples previously given.
McLuhan also claims that due to the ubiquity of media—and, indeed, almost 
anything can be seen as a medium of one kind or another—it is, in fact, impos-
sible to understand cultural practices and particularly spatial practices without 
an understanding of the way media works as environments. In other words, one 
cannot have a full understanding of architecture or urban design without under-
standing the ways in which they work as and with media. To go further, one can 
develop not only a better understanding of but a better idea of how to work with 
and use—or design—architecture and urbanism with an understanding of me-
dia’s machinations. This, of course, is all predicated on McLuhan’s axiom, “the 
medium is the message.” Content is always shaped to some extent by the medium 
through which it is conveyed—and accordingly one must understand both how 
this shaping occurs (e.g., how the same narrative is conveyed quite differently 
through a building than through a book) as well as aim toward conveying content 
in pluralistic media toward the end of totality.
Nevertheless, there are few design practices today which operate with a clear 
understanding of media. There is talk of building performance, or form, or site 
without an acknowledgement of the mediation between body and environment. 
The Passivhaus11 indeed dramatically reduces energy consumption through high 
performance air barriers, but how might one actualize this act into other areas of 
the inhabitant’s lifestyle? Whatever improvements in r-value that a wall section 
might provide pale in comparison to the aggregate total of social and cultural 
change of the same content—a different medium for a more full-body mas-
sage. By altering the medium, by meddling in the middle, one can transform our 
perception of our environment and, conversely, our environment’s reaction to our 
behavior. One can change everything without changing much at all.
All media work us over com-
pletely. They are so pervasive 
in their personal, political, 
economic, aesthetic, psychologi-
cal, moral, ethical, and social 
consequences that they leave no 
part of us untouched, unaffected, 
unaltered. The medium is the 
massage. Any understanding of 
social and cultural change is 
impossible without a knowledge 
of the way media work as envi-
ronments.
—MM2
All media are extensions of 
some human faculty—psychic or 
physical.
—MM2
 ‘And what is literature, 
Rabo,’ he said, ‘but an insider’s 
newsletter about affairs relating 
to molecules, of no importance 
to anything in the Universe but 
a few molecules who have the 
disease called “thought.”’
—KV
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Passivhaus bills itself as 
“The world’s leading fabric 
fi rst approach to low energy 
buildings.” Learn more about 
the design standard at 
<http://passivhaus.org.uk>.
23Experience Allstonland: Rock City
The dominant organ of sensory 
and social orientation in pre-
alphabet societies was the ear—
‘hearing was believing.’
—MM2
In ancient times, ‘everyday life 
consisted of fully themed spaces 
where every tree, stone, place, 
and or individual had a connota-
tive symbol attached to it.’
—SL
Theming is a motivated form 
of geographical representation 
in which meaningful connections 
are made among unifying ideas, 
symbols, or discourse. Even 
when the sources of theming are 
suspicious and often felonious, 
the themed space can still be 
meaningful to people and signifi -
cant to social researchers.
—SL
24 Organizational Patterns in Disney’s Parks
As a utopia, Disneyland’s in-
novation lies not in its fantasy of 
regulation but in the elision of its 
place-making. Disneyland is the 
Holy See of creative geography, 
the place where the ephemeral 
reality of the cinema is concret-
ized into the stuff of the city.
—MS
Visitors are welcomes by the 
mouse. Mickey—hairless, sexless, 
and harmless—is a summary: as 
Disney once put it, ‘Mickey is a 
clean mouse.’
—MS
25Displacement/Replacement
Displacement has at its heart the same mechanism in Epic Theater that 
Bertolt Brecht called the “alienation effect” but which might as easily be called 
cognitive shock. Rather than bother with the suspension of disbelief, or even the 
maintenance of the fourth wall, Brecht believed in brute force: a variety of tech-
niques were employed to continuously remind the audience that they were ac-
tively watching a play rather than passively losing themselves in fantasy. Actors 
would play multiple characters, or internal thought processes would be voiced, 
acting like shock therapy for the mind.
In the same way, the act of translating a neighborhood like Allston into a 
theme park in Hong Kong serves to distance the audience from any assumed real-
ity in Allston, yet simultaneously prevent a passive consumption of Allstonland-
as-reality in Hong Kong. When this fi ne line between the assumption of reality 
and consumption of the imaginary is pulled taut, several benefi ts emerge. While 
Allston is a shabby and shunned neighborhood, its ideal reconstruction in Hong 
Kong provides for social uplift through its demonstration of what Allston could 
be—yet, at the same time, it remains only a demonstration and not a replacement 
for the real thing. Breaking Allston’s content out of the forth wall compels audi-
ences to realize its constructed nature and more actively participate in its produc-
tion. Allstonland provides a controlled testing ground for scenarios which might 
be too risky in real space at the onset, yet require a physical construction of the 
imaginary for confi rmation.
While displacement can occur through media other than theme parks, they 
offer a particularly useful analysis because of the strong component that events 
play within the scripted space. As it turns out, similar event scripting is playing 
an ever larger role in urban space. As Dennis Frenchman has described, particular 
places have become inextricably linked to the events that unfold within them, 
providing not only a unique identity but also a trajectory toward directed social 
and physical development.12 And, indeed, as Allston is displaced into Allstonland, 
the events which already unfold within its territory become evident as catalysts 
which might transform it from a space in which particular events happen to 
happen to an event-place where these particular events are linked to its identity, 
development, and value.
Marilee said this about Nora in 
A Doll’s House: ‘She should have 
stayed home and made the best 
of things.’
—KV
One might even say that the 
deepest truths, far from having 
risen above the animal torpor of 
human being, possess the mighty 
power of being able to adapt to 
the dull and commonplace—in-
deed, of mirroring themselves, 
after their fashion, in irrespon-
sible dreams.
—WB
We are bored when we don’t 
know what we are waiting for. 
That we do know, or think we 
know, is nearly always the 
expression of our superfi ciality 
or inattention. Boredom is the 
threshold to great deeds.
—WB
 12
See Dennis Frenchman, 
“Event-Places in North 
America: City Meaning and 
Making,” Places 16, no. 3 
(Fall 2004): 36–49.
26 Plan for Harvard Square in Allstonland
When I refer to a themed 
environment, I explicitly mean 
the material product of two 
social processes. First I am talk-
ing about socially constructed, 
built environments—about large 
material forms that are designed 
to serve as containers for com-
modifi ed human interaction (for 
example, malls). Second, I have 
in mind themed material forms 
that are products of a cultural 
process aimed at investing con-
structed spaces with symbolic 
meaning and at conveying that 
meaning to inhabitants and users 
through symbolic motifs.
—MG
Theming involves the use of 
an overarching theme, such as 
western, to create a holistic and 
integrated spatial organization of 
a consumer venue.
—SL
27Experience Allstonland: Harvard Square
The wax museum, a manifesta-
tion of the total work of art.
—WB
Theming is now marked by a 
transformation—from bounded 
cultural object expressive of 
place, culture and the like to 
a more micro-focused dimen-
sion that is specifi c to groups of 
people, the individual, and modes 
of subjectivity.
—SL
Count it all joy, my brothers, 
when you meet trials of various 
kinds, for you know that the 
testing of your faith produces 
steadfastness. And let steadfast-
ness have its full effect, that you 
may be perfect and complete, 
lacking in nothing.
—James 1:2–4, ESV
28 The Theme Park as Plinth
Alexander D’Hooghe, in his manifesto The Liberal Monument, describes 
an ideal form that almost was within a strand of late modernism which has been 
since forgotten. D’Hooghe resurrects this form as a project championing the 
eponymous liberal monument: a civic object that is at once monumental as well 
as quintessentially demonstrative of the decidedly anti-monumental liberal ideals 
ensconced in our contemporary, heterogeneous society. How does something 
be at once powerfully itself and simultaneously identifi able with any number of 
contemporary subjectivities? The notion of group form is carried out to its logical 
extreme: a plinth upon which any number of unique forms can sit. As a construc-
tion, it is both singular, and plural. As in the example of Giacometti’s sculpture 
Projet pour une place, each unique identity can co-exist fully within its own logic 
and simultaneously be united and monumentalized through its adherence to the 
plinth.13 It is the surrealist ideal of an impossible, subconcious, confl icted reality 
surfacing in physical form. And in this way, our fractured, contemporary society 
might yet fi nd meaningful civic form despite the vacuous gestures that traditional 
forms and monumentality convey.
In a similar way, albeit through a more circuitous route, the theme park offers 
a parallel set of civic opportunities. Each land within a theme park contains an 
entirely unique and internally consistent set of signs and symbols meant to adhere 
to a particular mental construction of an ideal form. And despite the disparate 
nature of these lands, they are held in tension with one another upon the plinth of 
the theme park as a whole. In this way, one can allow the subconscious fantasies 
of ideal pasts, presents, and futures to coexist. You can walk from frontier to 
antiquity in ten minutes and pick up a lemonade slushie on the way.
Despite our assumption of theme park vacuity, the effects of such an ideal 
form—perhaps what we might call a liberal urbanism—turn out to be similarly 
effective. The challenge becomes not whether or how, but to what end. How 
might we harness such a system toward civic ends, in space that is not bounded 
by view berms and exorbitant ticket fees? If this ideal form which is in effect an 
actualized version of the nascent idealism of clearly identifi ed urban neighbor-
hoods were to be played out to its logical extreme within an urban context, what 
might it look like? While this question is not an easy one to answer let alone 
fully comprehend, a few realities seem likely. First, the lands are bounded yet 
easily transgressed and connected. The unfortunate turn that identity politics has 
played in the urban sphere toward the end of gated development (metaphori-
cal or not) would have no place in the theme park’s ideal form. And second, the 
media which are so vital to the various identities’ reinforcement would play a 
role in everyday urban space. One cannot have Main Street U.S.A. without its 
facades, or New Orleans Square without its ambient soundtrack, or any of these 
lands without their respective cast of characters. The city of tomorrow needs a 
new, professional civic servant dedicated to the maintenance of its ideal form by 
production and performance.
Theming is not merely a means 
of architectural order, but a form 
of immateriality that targets the 
subjectivities of workers and 
patrons of theme parks.
—SL
Disposed in constellations 
that hierarchize and semanti-
cally order the surface of the 
city,  operating chronological 
arrangements and historical 
justifi cations, these words (Bor-
rego, Botzaris, Bougainville . . . ) 
slowly lose, like worn coins, the 
value engraved on them, but their 
ability to signify outlives its fi rst 
defi nition.
—MdC
But he said to me, ‘My grace is 
suffi cient for you, for my power is 
made perfect in weakness.’
—2 Cor. 12:9, ESV
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“The sculpture features a 
platform with four oddly 
curved objects standing up-
right, complemented by two 
distortions of the platform 
itself, similar in dimension 
to the four objects. Lacking 
a rigid geometrical order, 
the confi guration of the six 
forms appears unstable and 
seemingly random. It is an 
assemblage of fi gures, each 
distinct yet each holding the 
others in balance. Giacometti 
produced this piece during 
his exploration of the sur-
realist technique of assem-
blage. Surrealist practices 
embraced assemblage as an 
alternative to conventional 
narrative structure.” From 
Alexander D’Hooghe, The 
Liberal Monument (New 
York: Princeton Architectural 
Press, 2010), 40.
29Site for Allstonland: Hong Kong Disneyland
Disneyland’s immediate origins 
are specifi c. Television paid. . . . 
The park was, as Thomas Hine 
has noted ‘the fi rst place ever 
conceived simultaneously with a 
TV series.’
—MS
Allegory is the vehicle for this 
survival.
—WB
The shopping-mall mix is cal-
culated to organize the disorient-
ing fl ux of attributes and needs 
into a recognizable hierarchy of 
shops defi ned by cost, status, and 
life-style images. These shops, 
in turn, refl ect the specifi c con-
sumption patterns of the mall’s 
marketing area. Merchandise 
contextualized by price and im-
age orients the shopper, allowing 
the speculative spiral of desire 
and deprivation to be interrupted 
by purchases.
—MC1
30 Experience Allstonland: Comm Ave
The entertainment industry 
refi nes and multiplies the variet-
ies of reactive behavior among 
the masses. In this way, it makes 
them ripe for the workings of 
advertising. The link between this 
industry and the world exhibi-
tions is thus well established.
—WB
Ultimately, since proper names 
are already ‘local authorities’ or 
‘superstitions,’ they are replaced 
by numbers: on the telephone, 
one no longer dials Opera, but 
073. The same is true of the 
stories and legends that haunt 
urban space like superfl uous or 
additional inhabitants. They are 
the object of a witch-hunt, by 
the very logic of the techno-
structure.
—MdC
31Plan for Comm Ave in Allstonland
The world of the shopping 
mall—respecting no boundaries, 
no longer limited even by the 
imperative of consumption—has 
become the world.
—MC1
Arcades are houses or pas-
sages having no outside—like the 
dream.
—WB
32 Experience Allstonland: Brighton Park
‘“Contentedly adrift in the cos-
mos,” were you?’ Kitchen said to 
me. ‘That is a perfect description 
of a non-epiphany, that rarest of 
moments, when God Almighty 
lets go of the scruff of your neck 
and lets you be human for a little 
while. How long did the feeling 
last?’ ‘Oh—maybe half an hour,’ 
I said.
—KV
The past went that-a-way. 
When faced with a totally new 
situation, we tend always to 
attach ourselves to the objects, 
to the fl avor of the most recent 
past. We look at the present 
through a rear-view mirror. We 
march backwards into the future. 
Suburbia lives imaginatively in 
Bonanza-land.
—MM2
33Misunderstanding Scripted Space
Some of the most cunning users of media in space turn out to be design-
ers for retail or so-called “experience architecture.” Designers of, say, a themed 
housing development or a new shopping mall tend to have a very keen awareness 
of how various media operate in space, affecting bodies (usually shoppers) within 
that space. One such example is the Hollister fl agship store in the SoHo neigh-
borhood of New York City designed in 2010 by Meyers + Associates. One passes 
into a nondescript building between two shirtless muscular men that are staked 
out on Broadway. You discover a darkened, cavernous space with pulsating music 
and the scent of cologne drifting about. Employees—all attractive and tan—have 
been instructed to ask you a Californian “what’s up” with a wink as you pass by, 
elevating your ego, as though you could be their friend in real life. You ascend up 
staircase after staircase and can see huge, mullioned plasma screens that live-si-
mulcast California beaches, making one think that you have been transported out 
of the hard, old East Coast into a laid back and titillating world of sand and sun; 
you are in another world. One can’t help but purchase a sweater or two!14
Norman Klein refers to this adept use of media as “scripted space,” a decid-
edly clinical term for what is generally referred to as theming.15 The other famous 
example, of course, is Walt Disney’s Disneyland. Spawned into numerous parks 
around the world, they are the example par excellence for a deliberate and com-
plete control of media as environments in order to provide a sensorial escape for 
their “guests.” Scripted space is space that has been intentionally designed with 
respect to how one moves through it, how narrative unfolds spatially, and how we 
perceive established signs and symbols that aggregate to a coherent and con-
vincing whole despite however far-fetched it all might seem once you pass the 
space’s thresholds.
Too often, the techniques and tools of scripted space are thrown out as 
invalid, misunderstood and confl ated with the currents of neoliberal capital. But 
one cannot ignore the widespread popularity of such spaces—whatever their 
motives, they connect with people on a visceral level; they work. Furthermore, 
scripted spaces are one of the precious few mechanisms that exist to embed 
meaning and identity into a generic world that has become immune to the injec-
tions of iconicity which provided a degree of relief in the pre-recession boom 
years. What if their effects were used toward public ends, rather than for profi t? 
This is not a novel idea: one might argue that scripted space has existed (and with 
civitas in mind) for as long as antiquity. The classical orders hold all the neces-
sary traits of a themed space. There is a defi ned set of signs and symbols that are 
internally consistent and would be understood by the people in and around them. 
This structure is used to provide meaning and value—just that it happens to be a 
set of ideal forms refl ecting the divine rather than a set of traditional Main Street 
facades that refl ect Americana as one would fi nd in Disneyland’s Main Street, 
U.S.A.
But one term tested the best by 
far—scripted spaces; it seemed 
to explain itself in every inter-
view. It is clearly the best point of 
departure.
—NK1
The ethos of consumption has 
penetrated every sphere of our 
lives. As culture, leisure, sex, 
politics, and even death turn into 
commodities, consumption in-
creasingly constructs the way we 
see the world. As William Leiss 
points out, the best measure of 
social consciousness is now the 
Index of Consumer Sentiment, 
which charts optimism about 
the state of the world in terms of 
willingness to spend.
—MC1
Our conventional response to 
all media, namely that it is how 
they are used that counts, is the 
numb stance of the technological 
idiot. For the ‘content’ of a medi-
um is like the juicy piece of meat 
carried by the burglar to distract 
the watchdog of the mind.
—MM1
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It can also drive you to 
violence or evacuation in two 
other publicized instances. 
See “Mob Looted SoHo 
Store on Violent Black 
Friday,” New York Post, 
November 26, 2011; and 
“Bedbugs Close Store,” Wall 
Street Journal, July 1, 2010.
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See Norman Klein, The 
Vatican to Vegas (New York: 
New Press, 2004).
34 Altering Allston
So what is to be done in this neighborhood that is almost alright? While it 
operates just as well as any neighborhood in Boston, its value is tremendously 
underappreciated and its populace is similarly at the whims of unfriendly capital 
and political interests. Not least of all, Harvard University’s aggressive expansion 
threatens to destroy Allston’s urban fabric despite well-meaning alterations to its 
designs.16 There is also a signifi cant break between Lower Allston where Harvard 
and more well-to-do residential is located, and the remainder of the neighbor-
hood south of Mass Pike where the students, vomit, and noise provide a lively, if 
shabby landscape. The two portions of Allston are riven by the freeway and lack 
clear pathways of connection.
A conventional urban design, in doing due diligence toward improving 
Allston’s quality of life, might fi nd that key arteries between the two portions 
of the neighborhood could be connected, and the patchwork urban fabric down 
its central spine might be fi lled out. Indeed, this potential spine is anchored by 
Harvard’s proposed development around Barry’s Corner at the northern end, and 
the active Harvard Ave corridor at the southern end. If a bridge connected devel-
opment, pedestrian, and vehicular connections across Mass Pike, it could act as 
an activated boulevard that would unite the disparate elements of the neighbor-
hood and enliven its urban atmosphere. Such an urban design is certainly well 
intentioned and would dramatically improve the urban environment yet, never-
theless, it ignores the structural, social, mediatic, and experiential elements of 
the urban totality. Without a programmed narrative that is open to its inhabitants, 
this design would act as little more than an infrastructural upgrade apart from the 
temporal and social fabrics latent within Allston.
What is the land use code for the sounds of Allston’s storied rock history? 
What is the FAR of the many histories of Brighton Park? How might these ele-
ments which are necessarily excluded from conventional design processes for 
lack of methods and means be incorporated into a total design for Allston—and 
how would this change the behaviors, perceptions, and urbanisms around this 
sadly sullied neighborhood?
The goose quill put an end 
to talk. It abolished mystery; it 
gave architecture and towns; 
it brought roads and armies, 
bureaucracy. It was the basic 
metaphor with which the cycle 
of civilization began, the step 
from the dark into the light of 
the mind. The hand that fi lled the 
parchment page built a city.
—MM2
Like Lefebvre, Debord, and de 
Certeau, we understand urban-
ism to be a human and social 
discourse.
—MC2
Critics as sources: In a project 
of this sort, little is accomplished 
by simply itemizing talmudi-
cally the dozens of authors and 
art makers whose work fi ts into 
the broad category of ‘forget-
ting.’ The writers who have been 
the most valuable to me while 
working on this project were Vir-
ginia Woolf, Foucault, Barthes, 
Baudelaire, and Benjamin, more 
a cosmology than a bibliography.
—NK2
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For a closer look at the plans 
for Barry’s Corner, search 
the BRA’s website at <http://
bostonredevelopmentauthor-
ity.org>.
35The CSX Railyard
O Tyre, you have said,
‘I am perfect in beauty.’
Your borders are in the heart of 
the seas;
your builders made perfect 
your beauty. . . .
In their wailing they raise a 
lamentation for you
and lament over you:
‘Who is like Tyre,
like one destroyed in the midst 
of the sea?’
—Ezek. 27:3–32, ESV
The term ‘distraction’ in 
cognitive psychology describes 
that contradiction. I added the 
adjective ‘simultaneous,’ to 
emphasize the paradox of forget-
ting—simultaneous distraction—
and assigned two formats: (1) 
In order to remember, something 
must be forgotten. (2) The place 
where memories are stored is 
coexistent with its own erasure, 
and therefore too unstable to 
have boundaries.
—NK2
36 Allstonland: CSX Excavation
Barthes’s strategy of secondary 
mythifi cation publicly repeats 
the semiotic and linguistic 
devaluation of primary language 
by myth. Therefore, it could be 
considered as both a historical 
sequel and a structural analogue 
to Benjamin’s theorization of 
allegorical procedures that were 
defi ned . . . by the reiterated 
devaluation of the object once 
it had become the commodifi ed 
object.
—BB
Just as technology is always 
revealing nature from a new per-
spective, so also, as it impinges 
on human beings, it constantly 
makes for variations in their 
most primordial passions, fears, 
and images of longing.
—WB
37New Allston: Brighton Park Development
I employ the term social imagi-
nary, but not in the Lacanian, or 
in the post-Hegelian sense, which 
seemed too elusive for research 
on urban planning or neighbor-
hood politics in Los Angeles. 
Instead, I preferred a version 
of social imaginary specifi cally 
about the built environment, 
particularly sites that were 
destroyed or severely altered: 
offi ce towers where houses once 
stood; abandoned tunnels like the 
famous Belmont entrance to the 
vanished twenties subway in Los 
Angeles; consumer simulations 
of neighborhoods, like Citywalk, 
near the Universal Tours.
—NK2
For behold, he who forms the 
mountains and creates the wind,
and declares to man what is his 
thought,
who makes the morning dark-
ness,
and treads on the heights of the 
earth—
the Lord, the God of hosts, is 
his name!
—Amos 4:13, ESV
38 Ideal Forms of New Allston
Dream houses of the collective: 
arcades, winter gardens, pan-
oramas, factories, wax museums, 
casinos, railroad stations.
—WB
How great are your works, O 
Lord!
Your thoughts are very deep!
—Ps. 92:5, ESV
We have now become aware 
of the possibility of arranging 
the entire human environment 
as a work of art, as a teaching 
machine designed to maximize 
perception and to make everyday 
learning a process of discovery.
—MM2
39Ideal Forms
The goal of any formal (and, in particular, physically formal) project whose 
aim is social uplift is, in fact, the identifi cation and implementation of forms 
ideal to the situation in question. This can take many appearances depending 
on the media in use. Antiquity had its orders which had come from on high, Le 
Corbusier’s purism aimed at just that, while ergonomics reigns in one school of 
product design, or the mathematics of fi nance have their model state of balance 
and growth. Indeed, even selection of the proper medium can be seen as pursuit 
of an ideal form.
This is hardly a new idea—it is one of the fundamental conceptions of 
knowledge developed by Plato generally referred to since as “Platonic Forms.” In 
his theory of Forms, Plato suggests that Forms are ideally formed mental abstrac-
tions of which the particular objects we see in reality are only copies. For ex-
ample, our idea of a square is four perfectly drawn lines of the exact same length 
with perpendicular identical angles that add up to 360 degrees. In reality, howev-
er, every attempt at drawing this perfect square will be unable to match the ideal, 
no matter how close. Proclus, a student of Plato’s, suggested that these Forms are 
the essence of beauty and, even, thoughts in the mind of God.17
Such thinking is related to the development of the fi ve Platonic solids whose 
symmetry and perfection has made them into paradigms of aesthetic beauty. A 
polyhedron which has the same number of faces meet at each vertex, the Platonic 
solids were suggested to be the building blocks of the classical elements of air, 
earth, fi re, and water, and aether. Indeed, there are only fi ve Platonic solids: the 
tetrahedron, the hexahedron, the octahedron, the dodecahedron, and the icosahe-
dron.
There are two equally important entrances to the project of approximate 
translation by means of ideal forms. First, one can see the urban territory which 
we aim to reveal and unearth as an ideal form, itself. Just as Plato’s theory holds 
up an ideal in contrast to imperfect reality, so too is there an ideal form of each 
place in question which has most likely been horribly mangled in past attempts at 
design and description. Approximate translation is a mechanism through which 
physical reality on the ground can be refi ned toward its ideal form. Conversely, 
however, preconceived ideal forms might be a means through which the indi-
vidual acts of translation might occur. Certain types of ideal forms—particularly 
geometric forms—offer a perfected and abstracted state which in not marred by 
content perverse to the urban territory in question. Like the process of develop-
ing attenuated vaccines, these ideal forms can be adjusted as needed and virally 
injected into urban space in order to immunize against corrupting external forces.
But are not forms the true 
mystery of nature, which reserves 
to itself the right to remuner-
ate—precisely through them—the 
accurate, the objective, the logi-
cal solution to a problem posed 
in purely objective terms?
—WB
For my thoughts are not your 
thoughts,
neither are your ways my ways, 
declares the Lord.
For as the heavens are higher 
than the earth,
so are my ways higher than 
your ways
and my thoughts than your 
thoughts.
—Isa. 55:8–9, ESV
All media are active metaphors 
in their power to translate expe-
rience into new forms.
—MM1
 17
See, for example, Sir David 
Ross, Plato’s Theory of Ideas 
(Oxford: Oxford University 
Press, 1951).
40 Plan for Media Circle Complex in New Allston
In an electric information 
environment, minority groups 
can no longer be contained—ig-
nored. Too many people know too 
much about each other. Our new 
environment compels commit-
ment and participation. We have 
become irrevocably involved 
with, and responsible for, each 
other.
—MM2
What makes the fi rst photo-
graphs so incomparable is per-
haps this: that they present the 
earliest image of the encounter of 
machine and man.
—WB
41New Allston
New Allston is the fi rst iteration of a design that actually uses approximate 
translation. It is by no means a fi nished product, let alone an apotheosis. But, like 
a fi rst dump of open source code, it is a launch for something which can be infi -
nitely approximately translated and improved. Like the six lands which cohered 
in Allstonland, so too here are there six interventions which rely on the formal 
properties of their Platonic ideal matched with a programmatic ideal (it is handy 
to defi ne these ideals for their further surrealization).
The Square, programmed as The Classroom, is actualized in a newly pro-
posed Harvard Square development. A multi-level, mixed use institutional devel-
opment for Harvard’s expansion includes retail, living, offi ces, a hotel, dorms, 
entertainment, classrooms, and labs. Six buildings, each of which has its own in-
terior arcade, rooftop exterior space, street frontage, and rear service and loading 
comprise this megastructure. The Curve, programmed as The Park, is actualized 
in a new type of infrastructure, Brighton Park. It is an elevated urban armature 
that touches down at either end, linking Lower Allston with the main portion of 
Allston across Mass Pike. A central park, developable lots, open air chasm down 
to Mass Pike, special-access road, and ancillary parks for residents comprise this 
unique, urban megaform. The Circle, programmed as The House, is actualized 
in the Media Circle Complex. The circle is represented by the radio waves that 
are emitted by this urban media infrastructure. An interconnected topology of in-
formation sharing is created between WBZ, the Horace Mann School, and a new 
complex where the Boston Skating Club is re-locating. Here there will also be 
open soundstages, studios, and event spaces, along with a production facility that 
loops in a ubiquitous sensing mesh that can capture live footage from anywhere 
in Allston, transforming inhabitants into active producers and performers, stag-
ing and scripting their mediatized reality. The Line, programmed as The Market, 
is actualized in the International Market Arcade. All of the existing buildings 
along Harvard Ave in the International Market Arcade will be “Haussmanized” 
with their facades sliced off and unifi ed. An open system of managed time-shares 
will allow the low-rent area to capitalize on its unique market and expand its 
internationally focused goods and sales, as well as acting as a means for lower-
income residents and recent migrants to ¬fi nd work and upward social mobility. 
The Polyline, programmed as The Stage, is actualized in the Rock City Corridor. 
A sound corridor made up of coordinated, hidden, directed audio emitters that 
weaves past all of the key Rock City venues in Allston creates a comprehensible 
urban fabric with regard to this element of Allston’s history. It also acts as a 
revenue-generating urban infrastructure that links Allston with the music indus-
try, and as a means of urban uplift. The Arrow, programmed as The Street Corner, 
is actualized in a re-developed Packard’s Corner. The rich history of Packard’s 
Corner is re-imagined and re-presented to the public via a “Historical District 
Overlay” wherein new, unifi ed, and controlled “Historic” facades create a par-
ticular sense of place that revolves around the narrative of the corner’s past.
And your ancient ruins shall 
be rebuilt;
you shall raise up the founda-
tions of many generations;
you shall be called the repairer 
of the breach,
the restorer of streets to dwell 
in.
—Isa. 58:12, ESV
We can no longer build serially, 
block-by-block, step-by-step, 
because instant communication 
insures that all factors of the 
environment and of experi-
ence coexist in a state of active 
interplay.
—MM2
No decline of the arcades, but 
sudden transformation. At one 
blow, they became the hollow 
mold from which the image of 
‘modernity’ was cast. Here, the 
century mirrored with satisfac-
tion its most recent past.
—WB
42 The Line and the Corner
The ‘phantom limb’ is often 
an empty lot where a building 
once stood, perhaps on Sunset 
Boulevard. . . . It seems that if 
you could simply rest your ear 
close enough to the point where 
the blades have sheared away 
the joists, there might be the faint 
echo of a scream, or a couple 
talking at breakfast.
—NK2
Fashion, like architecture, in-
heres in the darkness of the lived 
moment, belongs to the dream 
consciousness of the collective. 
The latter awakes, for example, 
in advertising.
—WB
43The Circle and the Square
Some might quibble about 
whether or not he was referring 
to TV in these familiar lines 
from Romeo and Juliet: ‘But 
soft! What light though yonder 
window breaks? It speaks, and 
yet says nothing.’
—MM1
Birnbaum’s work operates 
programmatically within both 
frames: looking at the conditions 
of high culture—its isolation and 
privileged position, its commod-
ity status and fetish existence—
while simultaneously adopting 
the perspective of mass culture 
in its most advanced form: the 
television industry.
—BB
44 Plan for Brighton Park Development in New Allston
Larger than a hundred football 
fi elds, the West Edmonton Mall 
is, according to the Guinness 
Book of World Records, the larg-
est shopping mall in the world. 
At 5.2 million square feet, the 
world’s fi rst megamall is nearly 
twice as large as the runner-up, 
the Del Amo Mall in Los Angeles, 
which covers only 3 million 
square feet. Other Guinness 
titles the mall holds are World’s 
Largest Indoor  Amusement 
Park, World’s Largest Indoor 
Water Park, and World’s Largest 
Parking Lot.
—MC1
Borges’s observations crys-
tallize some of the dilemmas 
confronting the interpretation of 
postmodern geographies: ‘Then 
I saw the Aleph . . . And here 
begins my despair as a writer. 
All language is a set of symbols 
whose use among its speakers 
assumes a shared past. How, 
then, can I translate into words 
the limitless Aleph, which my 
fl oundering mind can scarcely 
encompass?’
—ES
In 1839 it was considered 
elegant to take a tortoise out 
walking. This gives us an idea 
of the tempo of fl ânerie in the 
arcades.
—WB
45The Polyline and the Curve
‘Ah, well! It means much the 
same thing,’ said the Duchess, 
digging her sharp little chin into 
Alice’s shoulder as she added, 
‘and the moral of that is—“Take 
care of the sense, and the sounds 
will take care of themselves.”’
—LC
Sarah Winchester could well 
be proud to see her vision so 
faithfully and superstitiously 
implemented: the secret is to 
keep on building.
—LW
46 Approximate Columbus: A Pedagogical Proposal
What would happen if we heeded Marshall McLuhan’s call: “Our time is a 
time for crossing barriers, for erasing old categories—for probing around”?17 This 
call isn’t one for the redefi nition of architecture; it is one for sticking our fi ngers 
deep into the cultural detritus around the edges of an architectural problem. A 
contemporary design method requires not the working of a formal automaton or 
the congealing of new building materials but, rather, an indiscriminate acceptance 
of the extensions of the body that inevitably factor into the way space is used—
and a discriminate use of these media in process and, perhaps, even content. But 
before we do that thing which is so fun in architecture school, attempt an analyti-
cal probe of a faraway land, we ought to dig around in what is under our own 
bottoms: Columbus, Ohio! Before you can do number two, you need to start at 
one.
Marshall says more: “Media, by altering the environment, evoke in us unique 
ratios of sense perceptions. The extension of any one sense alters the way we 
think and act—the way we perceive the world.”18 So here we have an even more 
explicit opportunity: the potential of translating and crystalizing cultural artifacts 
into mathematical formulae. The architectural holy grail!
The project begins with two parallel strands of action. The many layers of 
Columbus’s indigenous culture must be mined in order to pack our arsenal. (MIT-
educated Charles and Clarence Hoover created the world’s fi rst water treatment 
and softening plant in Columbus, playing a key role in eliminating typhoid?!) I 
suspect that groupings based on Columbus’s extensive and surprisingly specifi c 
neighborhoods could act as an organizational logic. Also, a theoretical framework 
or model needs to be developed for understanding how we might translate these 
layers into design tools of spatial and sensorial ratio, proportion, and relation. 
Subsequently, as a proof of concept, our arsenal needs to be put through this 
approximate translation model in the form of a series of speculative proposals. 
Again, I suspect that the proposals might best be classifi ed according to neighbor-
hood with the limits of the model being tested through having each neighborhood 
proposal taking on different formal and programmatic types. For example, an 
East Broad Street proposal might be a spy agency lair based along Monypenny 
Street whose design would be based on an approximate translation of the myste-
rious 1868 fi re and total destruction of the Central Ohio Lunatic Asylum formerly 
located at 682 East Broad Street.
My hypothesis is that the set of designs will exhibit qualities that are more 
grounded in place, yet simultaneously more unexpected in affect, than designs 
that are the product of a more conventional conceptual process. Final deliverables 
will include exhibition materials and the compilation of a book that will act as a 
sort of peculiar, oblique travel guide to the city of Columbus. To the Discovery 
City!19
Our time is a time for crossing 
barriers, for erasing old catego-
ries—for probing around. When 
two seemingly disparate elements 
are imaginatively poised, put in 
apposition in new and unique 
ways, startling discoveries often 
result.
—MM2
The history of cities is embed-
ded in the ways their elements 
are juxtaposed, the structures of 
art and regulation that govern 
urban amalgamation. . . . In the 
new, recombinant city, however, 
the legibility of these orders has 
been dramatically manipulated, 
often completely obscured.
—MS
 19
This tessera was originally 
composed as a proposal for 
a program of education at 
The Ohio State University.
 17
Marshall McLuhan, The Me-
dium is the Massage (New 
York: McGraw-Hill, 1968), 10.
 18
McLuhan, The Medium is the 
Massage, 41.
47Approximate Translation as Pedagogy
Approximate translation as a concept is intended to be a replicable frame-
work. Indeed, the more the process of translation is reproduced, the more it 
would become refi ned and, in turn, gain depth as a conceptual project. There are 
several directions that this could unfold—chiefl y, vertically and horizontally. The 
project could gain depth vertically through mining one site (e.g., Allston) through 
additional means of translation. This would require para-architectural research 
into the methods and means of translation in order to develop new types of trans-
lation. Alternatively, the project could gain breadth horizontally through using 
defi ned translation techniques across a broad swath of locations, testing how the 
techniques fare under varying conditions.
Both directions offer a pedagogical and intellectual framework for an aca-
demic setting. The para-architectural research could be established as a seminar 
through which literature is reviewed and new translations are proposed and 
discussed. A variety of locations, or a variety of translations, on the other hand, 
could be tested within a studio setting wherein other variables are controlled and 
the thought experiment of such a design process can be fully played out to its 
logical extreme.
As Allston demonstrates, there is no place that is unripe for mining, no stone 
that ought to be left unturned—if you can do it in Allston, you can do it any-
where. Even the most generic, unsullied landscape offers a wealth of material 
over its geologic history. That “Equestrian Estates” sub-development completed 
in 2008 and left abandoned until the present uptick in economic activity already 
has in it the DNA necessary for dramatic intervention. It is striking that such 
generic locales can be mined with such richness in contrast to the positivity pain-
ful rag ringing that formal maneuvering requires for the most unsatisfying (and 
generally already seen) results.
Indeed, such a pursuit is in desperate need within the academy: the formal 
acrobatics of the past 20 years have lost steam as, however adept their opera-
tions, end products all too often lack content. And the tired tropes of contextual-
ism, environmentalism, and historicism arrive on the doorstep packaged with a 
set of arguments that negate whatever positive effects they might achieve. But 
approximate translation, by being a little more sprawling, perhaps a bit fuzzy, but 
by fully embracing the contemporary issues of media, narrative, and experience, 
offers a multivalent approach toward making architecture and urban design rich 
once again rather than a demonstration of a one-trick pony.
Everything is changing—you, 
your family, your neighborhood, 
your education, your job, your 
government, your relation to ‘the 
others.’ And they’re changing 
dramatically.
—MM2
There is no inevitability as long 
as there is a willingness to con-
template what is happening.
—MM2
In the fi elds with which we are 
concerned, knowledge comes 
only in lightning fl ashes. The text 
is the long roll of thunder that 
follows.
—WB
48 Plan for Packard’s Corner in New Allston
Theming exemplifi es what he 
calls consumer authenticity as 
it creates ‘authentic’ states of 
being that are left as naturalized 
or imponderable states in the 
consumer.
—SL
The themed environment is 
a toll exploited in business 
competition or place competi-
tion, rather than a symbolic 
milieu constructed for its own 
sake. We experience the themed 
environment, therefore, as the 
intersection of meaning systems 
and social processes—in this 
case, profi t making, tourism, 
displays of affl uence, business or 
locational competition, shopping 
or consumerism, and nostalgic 
representations of American 
history that comfort us with a 
semblance of culture.
—MG
49Plan for International Market Arcade in New Allston
Things ultimately achieve their 
worth as blips on a display termi-
nal; all else is an illusion.
—LW
Places are fragmentary and 
inward-turning histories, pasts 
that others are not allowed to 
read, accumulated times that 
can be unfolded but like stories 
held in reserve, remaining in an 
enigmatic state, symbolizations 
encysted in the pain or pleasure 
of the body.
—MdC
Essentially ornamental now, 
the neat rows of fruit trees are 
absolutely immaculate, perfectly 
trimmed, watered, and weeded, 
with not a single blade of grass 
or dead leaf on the ground 
beneath them. They exist as 
rare entities within the realm of 
vegetable life: state-of-the-art, 
class-100, clean orchards. The 
land’s organic fertility has been 
encapsulated, reorganized within 
the thoroughly rational, hygienic 
order of the triumphant postin-
dustrial complex.
—LW
50 Place-embedded History
Mark Jarzombek, in his monograph on “Urban Heterology,” dismantles the 
various truth-claims and values assumed when operating in urban territory. No-
tions of an objective history, a superior authenticity, and apolitical governance are 
exposed as hypocritical myths which sustain ulterior motives whether by design 
or accident. By way of example, Jarzombek references one such mediatized 
explanation within his object of focus, Dresden. “A Boston newspaper recently 
proclaimed: ‘Dresden Builds a Future: German City Reconstructs its Demolished 
Past.’ It would be more accurate if we were to put every single word of that head-
line in quotations marks.”20
The semantic accuracy of properly putting all which is of questionable reality 
into quotation marks is not the end goal, however. The real translation of those 
quotation marks into changes within urban space—mediatized perceptions, 
physical forms, and political positions—are of what is of interest. The moment 
that Dresden, or any city in question, assumes at the onset a palimpsest reality 
wherein confl icting histories are simultaneously accepted, micro-narratives are 
championed over meta-truths, and uncomfortable politics are aired in the open, 
is the moment where we can comfortably ignore a truth-claim’s lack of quotation 
marks. And, indeed, while Jarzombek’s monograph focuses on the situation of 
Dresden where many of these issues are in higher relief, it turns out to be uncom-
fortably applicable in its accusations toward nearly every urban area, not least of 
all Allston. The shabby neighborhood, so shunned and identifi ed as the college 
ghetto’s college ghetto forwent whatever other narratives might break down this 
singular identity. Alexander Graham Bell and Helen Keller fade into the shadows 
and the everyday stories shared in animated oral means across a variety of lan-
guages are ignored. But this need not be so—and one cannot even claim to know 
what Allston is without an attempt to absorb all of this substance.
One might call the misappropriated urban substance in question “place-em-
bedded” or perhaps “indigenous” history. It is cultural content that is inextricably 
linked to a specifi c place and, as such, constitutes part of that place’s reality. One 
cannot fully understand, let alone even perceive, a place without seeing the total-
ity of its embedded history. And, just as in Dresden, this history is a contentious, 
layered composition of confl icting narratives, personas, scenarios, might-have-
beens, buildings, events, politics, and on and on—that nevertheless add up to just 
one thing: that place. One must work with place-embedded history in a slightly 
different way from how one typically treats history. Horizontality, fuzziness, and 
expansiveness are embraced toward the aim of comprehending a totality. Clarity, 
specifi city, and singularity are, while by no means illegal, certainly not necessary 
for an honest aggregate of indigenous history. The truth-claims so inherent to 
History are abandoned for something more akin to a campfi re storytelling where 
each member with fl ickering light cast upon their face has a chance to contribute 
the tall tale which was heard from someone else who heard it from someone else. 
On these terms, Huell Howser stands out as a paragon among historians.
They understood what has 
become obvious now, that 
scholarly evidence operates as 
special effects. Making history 
look continuous is fundamentally 
a fi ctive act. I believe, therefore, 
that the honest scholar should 
try to keep those fi ctional tricks 
right on the surfaces. Otherwise, 
in our bizarre civilization most 
of all, fake ‘objectivity’ becomes 
very dangerous.
—NK1
History decays into images, not 
into stories.
—WB
‘The Underground is a wonder-
ful title for a book like that,’ I 
said. ‘You bet it is,’ she said. ‘I 
am very proud of my titles.’ She 
really thinks that she is the cat’s 
pajamas, and that everybody else 
is dumb, dumb, dumb!
—KV
They have mouths, but do not 
speak;
eyes, but do not see.
They have ears, but do not 
hear;
noses, but do not smell.
They have hands, but do not 
feel;
feet, but do not walk;
and they do not make a sound 
in their throat.
—Ps. 115:5–7, ESV
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51Plan for Harvard Square Development in New Allston
When he grew old, Aristotle, 
who is not generally considered 
exactly a tightrope dancer, liked 
to lose himself in the most laby-
rinthine and subtle of discourses. 
He had then arrived at the age 
of metis: ‘The more solitary and 
isolated I become, the more I 
come to like stories.’
—MdC
The city is the realization of 
that ancient dream of humanity, 
the labyrinth. It is this reality to 
which the fl âneur, without know-
ing it, devotes himself.
—WB
Electric circuitry has over-
thrown the regime of ‘time’ 
and ‘space’ and pours upon us 
instantly and continuously the 
concerns of all other men. It 
has reconstituted dialogue on a 
global scale.
—MM2
52 Micro-, Mezzo-, and Meta-narratives
Meta-narratives are generally defunct in our skeptical society. While this 
spells a sad reality for many, it turns out to be a relief for the urbanist. Meta-nar-
ratives have had a seat at the table since the dawn of urban planning as a disci-
pline—a function of its inception during modernism. Big ideas, big buildings, 
big blocks, and big divisions left the modern city and its discourse riven. Now 
just about the only meta-narrative left, ironically, is the New Urbanism model of 
small scale and traditional roots. Excepting this outlier, one might feel adrift in 
this sea of ideas, each one pulling (but not too hard) in a slightly different direc-
tion. Yet rather than succumb to drowning or drifting, a model apart from grand 
manifestos presents itself: that of the micro-narrative. One such example might 
be HearSay House, a project by Gedminas and Nomeda Urbonas with Group 
4.333 in the 2012 Reykjavik Arts Festival.21 Precisely in order to deconstruct the 
meta-narratives in play through the Cold War, HearSay House transformed the 
momentous 1986 meeting of Reagan and Gorbachev in Iceland into a series of 
isolated micro-narratives on items as varied as toasts and bathrooms that never-
theless conveyed a greater truth than the well-documented meeting of superpow-
ers.
The micro-narrative places itself squarely in the subjectivity of the contem-
porary individual. Split among several confl icting identities, the micro-narrative 
nevertheless emerges as the experience of an individual. Both overlapping with 
neighboring narratives yet maintaining a bit of its own unique DNA, the micro-
narrative provides a reality that is at once grounded yet projective. It wraps 
everyday realities with the dreams, hopes, and ideals that can maintain a progres-
sive march toward the future. One can even see the shared mezzo-narratives of 
identity groups which have a social purpose beyond the micro-narrative—they 
might even contain an element or two which are disliked yet accepted by its 
reader—but are nevertheless steadfast in their rejection of offensively universal 
narratives. Such mezzo-narratives comprise the basis for the “big ticket” bits of 
cultural detritus that were unearthed in New Allston: more Helen Keller and less 
the unnamed recent immigrant.
As a means of conveying the reality presented by New Allston, rather than 
using that meta-narrative-esque tool so abused within architectural representa-
tion, the digital rendering, a participatory process involving readers rather than 
designers was employed to construct and present the micro-narratives latent in 
its design. Individuals were asked to peruse the plan and associated documents 
which provide a broad yet fuzzy image of the project’s totality (just as any end 
user of a designed space would experience) and subsequently produce a small 
image of what they perceive in the design. These “Polaroids” provide both 
individual experience as parts and yet also an aggregate image that is far more 
accurate and total than a conventional rendering despite (and, in fact, because of) 
their fractured, cloudy presentation.
Paul Slazinger says, incidental-
ly, that the human condition can 
be summed up in just one word, 
and this is the word: Embarrass-
ment.
—KV
The dreaming collective knows 
no history. Events pass before it 
as always identical and new. The 
sensation of the newest and most 
modern is, in fact, just as much a 
dream formation of events as ‘the 
eternal return of the same.’
—WB
For the man in a literate and 
homogenized society ceases to 
be sensitive to the diverse and 
discontinuous life of forms. He 
acquires the illusion of the third 
dimension and the ‘private point 
of view’ as part of his Narcissus 
fi xation, and is quite shut off from 
Blake’s awareness or that of the 
Psalmist, that we become what 
we behold.
—MM1
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For a detailed account of 
HearSay House, see Jona-
than Crisman, ed., Depen-
dent People: A Chronicle of 
the HearSay House Project 
(forthcoming).
53Four Architectural Films
The nineteenth century a 
spacetime (a dreamtime) in 
which the individual conscious-
ness more and more secures itself 
in refl ecting, while the collective 
consciousness sinks into ever 
deeper sleep. . . . We must follow 
in its wake so as to expound the 
nineteenth century—in fashion 
and advertising, in buildings and 
politics—as the outcome of its 
dream visions.
—WB
As the twenty-fi rst cen-
tury draws near, an astonishing 
change becomes evident: the 
logic of economic and technical 
development in the micro-
electronics industry and other 
high-technology fi elds tends to 
eliminate the importance of spa-
tially defi ned communities.
—LW
54 Surrealization No. 2: Lights, Camera, Judgement
If you looked directly at a 
Gorgon, supposedly, you were 
turned to stone. I told that today 
to the kids around my swimming 
pool. They had never heard of 
a Gorgon. I don’t think they’ve 
heard of anything that wasn’t on 
TV less than a week ago.
—KV
Owners are aware of the media 
as power, and they know that 
this power has little to do with 
‘content’ or the media within the 
media.
—MM1
In the mechanical age now 
receding, many actions could be 
taken without too much concern. 
. . . Today the action and the re-
action occur almost at the same 
time. We actually live mythically 
and integrally, as it were, but we 
continue to think in the old, frag-
mented space and time patterns 
of the pre-electric age.
—MM1
55Two Architectural Films
But from the point of view of 
the owners of the fi lm and related 
media, the best seller is a form 
of insurance that some massive 
new gestalt or pattern has been 
isolated in the public psyche. . . 
. Hollywood bankers, that is, are 
smarter than literary historians, 
for the latter despise popular 
taste except when it has been 
fi ltered down from lecture course 
to literary handbook.
—MM1
For today’s workers under 
panoptic scrutiny, the system is, 
of course, totally opaque. They 
are allowed to see only what the 
program allows. Closely watched 
and clocked, workers within the 
city of icons may fi nd even fewer 
chances to express their individu-
ality or participate in decisions 
than they did in the old-fashioned 
offi ce or factory. When space is 
intangible, where do workers 
organize?
—LW
56 Surrealization
Surrealism offers untapped tools and techniques for altering the status quo 
outside of the Surrealist project. While it was an avant-garde project with aims 
to solve the problems of life and to dramatically alter power structures of the 
time, Surrealism went the way of most other movements as its members began 
to disagree about their project, to become interested in other projects, or simply 
died as in case of the de facto leader of Surrealism, Andre Breton, whose death 
is often cited as the end of the movement. And its cultural production went the 
way of most things in this neoliberal world: subsumed within the currents of 
capital as objects of trade. These trends, however, do not discredit the techniques 
used by Surrealists despite their corrupted use in conventional media. Surrealists 
championed the primacy of dreams, the unconscious mind, and other forms of 
ignored reality as a means of comprehending and altering our total reality. Such 
techniques actually turn out to be closely linked with the prerogatives of Pop—
dreams and the unconscious mind are as easily mined from or by a lay person in 
their everyday reality, as from a representative of so-called “high art.” Indeed, 
these subconscious realities offer escape from the hyperrational neoliberal power 
structure through maneuverings that defy this structure’s laws of physics. In an 
age where capital has become totalizing, one is met with its wiles at every physi-
cal attempt of escape. So the only means of escape is to dream of an alternative 
reality—what I am proposing as “surrealization.”
Surrealization can take many forms—and, indeed, it must. To become 
trapped in any one medium and, in particular, in tangible media, spells a quick 
end to any potential alternative reality. But through a battery of media that 
mine the mind—and, in particular, the popular mind—we can approach alter-
natives without having to lay them out on the terms of capital. It is the foil to 
Pop and, ideally, theming. One such example might be the contrast between the 
straightforward and simplistic theming of Fry’s Electronics with the similarly 
programmed yet entirely separate world of Best Products.22 Fry’s, an electronics 
big box store primarily located around California, casually inserts signage and 
fi xtures that revolve around a theme in order to create an idiosyncratic environ-
ment at each of its stores. For example, at the “Alice in Wonderland” themed 
store, there are oversized cards hanging from the ceiling and a white rabbit that 
greets you at the door. The signs and symbols have a one-to-one relationship 
between content and medium. At one example of a Best Products store, however, 
the design by James Wines of SITE calls for an undulating parking lot surface 
which morphs into wall and roof of the store. This uncanny melting and melding 
of media allows for multiple readings and meanings—a multiple-to-one relation-
ship. Such open-ended theming draws upon surrealist techniques to allow for 
unforeseen events and perceptions within the consumer experience. Wines, as 
McLuhan demands, appears to have at least an inkling of how media work as 
environments.
One child wrote: ‘The stars are 
so big, The earth is so small, Stay 
as you are.’ . . . The second-grad-
er who wrote the words above 
lives in a world much vaster 
than any which a scientist today 
has instruments to measure, or 
concepts to describe. As W. B. 
Yeats wrote of this reversal, ‘The 
visible world is no longer a real-
ity and the unseen world is no 
longer a dream.’
—MM1
Surrealism was born in an 
arcade. And under the protection 
of what muses!
—WB
How precious to me are your 
thoughts, O God!
How vast is the sum of them!
If I would count them, they are 
more than the sand.
—Ps. 139:17–18, ESV
 22
See Appendix 4: Fry’s Elec-
tronics vs. Best Products.
57Surrealization No. 1: Discipline and Fun-ish
 And the revolutionary materi-
alist basis of Surrealism is suf-
fi cient warrant for the fact that, 
in this signal of true historical 
existence, the nineteenth century 
gave supreme expression to its 
economic basis.
—WB
How many times have we seen 
Jesus crucifi ed, witnessed the end 
of the world, watched humans 
morph into beasts? We walk in 
air-conditioned comfort through 
the most terrifying verse of the 
Bible. Why are special effects 
so durable, particularly about 
terror?
—NK1
58 The Live Model
The live model is a structure for a new form of architectural and urban design 
representation.23 Conventional means of projected drawings, static models, and 
even pre-recorded fl y-through or other demonstrative videos simply do not have 
the wherewithal to convey the contents of contemporary reality. We live in an 
electronic age where bits are as real as atoms. And furthermore, the mediation 
of reality whether it be electronic or physical has become very nearly complete. 
In order to understand reality—and moreover, to understand the proposed alter-
native realities that design offers—we must communicate mediation, psycho-
perception, and, above all, time. The live model, albeit in nascent form, offers 
a means to convey these elements which are as important as, or more important 
to, a design than formal or material properties. Through the layering of sound, 
music, video, and image on top of physical models, a world of communicative 
opportunity is unleashed. Critically, the physical models are not construed as to-
talities but, rather, open canvases which offer perceptive and topological change 
over time. And also critically, this structure is presented live, offering instanta-
neous potential for improvisation, unexpected change, and outside infl uences.
In the setup for Approximate Translation, live-feed video cameras surround 
segments of a model. Six white “game pieces,” each with different formal proper-
ties, comprise the model. Libraries of clips from architecturally signifi cant mov-
ies, of quotes from literature, of sounds (both real and constructed), of music, and 
so on await use. As the “model jockey” moves the pieces of the model in and out 
of the cameras’ frame, they simultaneously mix sound and visual content on their 
white surfaces, transforming a collection of bits and pieces into a total, immersive 
reality. As in surrealist technique, the outcome is not an entirely straightforward, 
intellectually coherent narrative but, rather, an immersive narrative that requires 
the audience to experience its rich and multilayered meaning. It is important to 
note that just as with any form of communication, the model jockey must consid-
er their medium, message, and audience. This medium is more multifarious than 
other conventional media and allow for a certain degree of understanding for a 
wider swath of potential audiences. Nevertheless, an academic audience will fi nd 
more meaning in discipline-specifi c media libraries, while a lay audience might 
fi nd more meaning in popular media libraries.
In addition to providing a communicative mode of representation, the live 
model also acts like other forms of representation: as a design tool. In planning, 
synthesizing, timing, and testing the live model, a designer will necessarily have 
a greater degree of comprehension of how such media and narratives will unfold 
in real space. Indeed, the live model provides a critical and much needed means 
to design for what is fast becoming the reality of designed space: based on media, 
narrative, and experience.
Language and image, taken 
into the service of the commodity 
by advertising, were allegorized 
by the montage techniques of 
juxtaposing and fragmenting de-
pleted signifi ers. The allegorical 
mind sides with the object and 
protests against its devaluation 
to the status of a commodity by 
devaluating it for the second 
time in allegorical practice. By 
splintering signifi er and signifi ed, 
the allegorist subjects the sign 
to the same division of functions 
that the object has undergone in 
its transformation into a com-
modity. It is this repetition of the 
original act of depletion and the 
new attribution of meaning that 
redeems the object.
—BB
Concern with effect rather 
than meaning is a basic change 
of our electric time, for effect 
involves the total situation, and 
not a single level of information 
movement.
—MM1
 23
See Appendices 5 and 6 for 
more documentation of the 
live model.
59Recipe for a Live Model
In fact, of all the great hybrid 
unions that breed furious release 
of energy and change, there is 
none to surpass the meeting of 
literate and oral cultures.
—MM1
Birnbaum does not use her 
competence in the analysis of 
television techniques to develop 
new video gadgetry employed 
for the sake of ‘pure pleasure’ or 
‘formal play,’ whose purpose is 
always to aestheticize ideology. 
In all instances we fi nd that the 
‘visual pleasure’ of Birnabum’s 
tapes is balanced by cognitive 
shock.
—BB
You have heard; now see all 
this;
and will you not declare it?
From this time forth I announce 
to you new things,
hidden things that you have not 
known.
They are created now, not long 
ago;
before today you have never 
heard of them,
lest you should say, ‘Behold, I 
knew them.’
You have never heard, you have 
never known,
from of old your ear has not 
been opened.
—Isa. 48:6–8, ESV
60 Plan for a Live Model
They hybrid or the meeting of 
two media is a moment of truth 
and revelation from which new 
form is born. For the parallel be-
tween two media holds us on the 
frontiers between forms that snap 
us out of the Narcissus-narcosis. 
The moment of the meeting of 
media is a moment of freedom 
and release from the ordinary 
trance and numbness imposed by 
them on our senses.
—MM1
A carefully scripted briefi ng 
can erase any scandal (except 
perhaps scandals in the stock 
market, where profi t, the ghost 
behind special effects, is too real 
to fake).
—NK1
61Surrealization No. 3: Stop Making Scales
Media, by altering the environ-
ment, evoke in us unique ratios of 
sense perceptions. The extension 
of any one sense alters the way 
we think and act—the way we 
perceive the world. When these 
ratios change, men change.
—MM2
Today as one drives from San 
Jose to Santa Clara, Sunnyvale, 
Mountain View, and Palo Alto, 
there is little indication where 
one town stops and another be-
gins. Shopping malls, industrial 
parks, fast-food restaurants, and 
housing tracts blend together 
into a motley tapestry without 
clear edges of form. It is as if 
a reincarnation of Sarah Win-
chester had been elected head of 
the county planning commission 
and decided to extend the struc-
tures of the Mystery House into 
every corner of the land.
—LW
62 Approaching Infi nity
In the same way that having no style lends itself toward a broad acceptance 
of any potential design solution, so too does having a radical openness toward 
all other elements of design. Like the secret of the French language—that all the 
verbs can be conceived of as irregular—design demands the pragmatic accep-
tance of solutions that are unexpected, unorthodox, or even repugnant. The most 
beautiful design isn’t very beautiful at all if it doesn’t work. Et comme le fran-
çais, a patchwork pragmatism turns out to be one of the most beautiful things of 
all.
While inconsistencies in certain elements of design can derail a solution, 
those same inconsistencies can become part of a larger pattern. Like examining a 
portion of a mosaic at close range, or a highly zoomed in photograph, chaos can 
turn into order upon a recalibration of perspective. And if each of these tesserae 
hold individual worth, their totality often turns out to be far more than the sum of 
their parts. One moves from shards of glass to the Hagia Sophia. This approach 
is one toward infi nity: when the big picture can unite any number of individually 
valuable yet disparate pieces, their value becomes exponentially more powerful 
as it aggregates.
In contemporary society where meta-narratives have largely been discredited 
as myths which hold no truth in daily life, approaching infi nity offers a means 
toward a narrative that transcends our balkanized culture. In the rarefi ed arena of 
architectural theory, much ado has been made about the present dearth of “polem-
ics, positions, and projects.” Something called “post-criticality”24 has crept in, 
replacing beliefs and manifestos with a sort of fuzzy acceptance of anything that 
can be properly framed within the pseudo-scientifi c terms of logic, order, and 
iteration. The most asinine, ridiculous proposal is fi ne so long as it follows its 
own twisted rules. Even now, however, I cannot in good faith suggest that these 
proposals are not without merit, even if it is on their own terms and those terms 
exist nowhere outside their own reality. But in contrast to the long-held belief 
that “projective practice,” let along staking out a position, is a zero-sum game 
which necessarily excludes other alternatives, approaching infi nity provides a 
third path. If one assumes that each project, each proposal, each position contains 
at the very least a shred of truth, one comes at a total truth not through fi nding the 
“truthiest” of the projects but, rather, radically accepting and incorporating every-
thing in a snowballing, momentous behemoth. This is a far cry from relativism, 
or even an “I’m okay, you’re okay.” It is, in fact, a radical position and perhaps 
the only truly radical position left. It isn’t all or nothing; it is all and everything—
and forcefully so!
More important to Lefebvre 
than these predictable oscil-
lations, however, is a third 
category of time, the discontinu-
ous and spontaneous moments 
that punctuate daily experience—
fl eeting sensations of love, play, 
rest, knowledge. These instants of 
rupture and illumination, arising 
from everyone’s daily existence, 
reveal the possibilities and limi-
tations of life. . . . They provide 
they key to the powers contained 
in the everyday and function as 
starting points for social change.
—MC2
Berger condenses the essence 
of postmodern geographies in a 
spatially politicized aesthetic: 
‘We hear a lot about the crisis 
of the modern novel. What this 
involves, fundamentally, is a 
change in the mode of narration. 
It is scarcely any longer possible 
to tell a straight story sequen-
tially unfolding in time. And this 
is because we are too aware of 
what is continually traversing the 
storyline laterally.’
—ES
 24
For a somewhat dated 
overview of this trend, see 
George Baird, “‘Criticality’ 
and its Discontents,” Har-
vard Design Magazine, no. 
21 (Fall 2004/Winter 2005): 
1–6.
63Plan for New Allston
The White Rabbit put on his 
spectacles. ‘Where shall I begin, 
please your Majesty?’ he asked. 
‘Begin at the beginning,’ the 
King said gravely, ‘and go on till 
you come to the end: then stop.’
—LC
Perhaps the most signifi cant, 
enduring accomplishment of Sili-
con Valley is to have transcended 
itself, and fostered the creation 
of an ethereal reality, which 
exercises increasing infl uence 
over embodied, spatially bound 
varieties of social life.
—LW
64 Appendix 1: Indigenous Culture of Allston
WASHINGTON 
ALLSTON is the 
neighborhood’s name-
sake, an influential 
American painter and 
poet. The South Carolin-
ian attended Harvard 
and traveled the world 
before spending the last 
years of his life in Cam-
bridge, Massachusetts.
WBZ, based 
in Allston, 
was the first 
commercial 
radio station 
in the US and 
the first com-
mercial tele-
vision station 
in New Eng-
land.
High numbers of 
RECENT MIGRANTS 
live in Allston, 
including sizeable 
Korean, Brazilian, 
and Russian popula-
tions, along with 
many other South 
American and 
Southeast Asian 
populations.
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The HARVARD EXPANSION 
is now continuing after a 
delay from the financial 
crisis. Centered on redevel-
opment at Barry’s Corner, 
the expansion has been 
fraught with legal battles 
and dubious land acquisi-
tions but has since involved 
a revised participatory pro-
cess and notable architects.
The CSX RAILYARD 
was acquired by Har-
vard but previously 
was one of the most 
active horserace 
tracks in New England 
and, prior to that, 
acted as a pictur-
esque infill park to 
abut wealthy resi-
dents’ homes.
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The MASS 
PIKE dates 
back to 
1948 and 
was billed 
as “The 
World’s 
Most 
Modern 
Superhigh-
way.”
AEROSMITH 
penned their 
first song in an 
apartment 
building on 
Comm Ave 
where they 
also had a free 
40-year anni-
versary con-
cert in 2012.
The HORACE 
MANN SCHOOL 
FOR THE DEAF AND 
HARD OF HEARING 
is where Alexander 
Graham Bell first 
developed his 
ideas for the tele-
phone and where 
Helen Keller first 
learned to speak.
Allston has also 
been known as 
ROCK CITY because 
of its rich and storied 
rock history, and the 
numerous music 
venues including 
Brighton Music Hall, 
Paradise Rock Club, 
the Great Scott, and 
others.
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The GREEN LINE 
passes through 
Allston and it 
was one of the 
oldest systems 
of public transit 
in the US, 
including the 
oldest sub-
merged subway 
in the nation.
PACKARD’S CORNER 
emerged from Packard’s 
Sales Stable and Riding 
School and later became 
one of the first urban auto 
malls where the Boston 
businessman Alvan Tufts 
Fuller used the branding 
to capitalize on a fran-
chise of the Packard 
Motor Car Company.
BOSTON UNIVER-
SITY has played a 
key role in the de-
velopment of 
Allston from its 
expansion down its 
linear campus, to 
projects such as 
Josep Lluis Sert’s 
Library and Law 
Tower complex.
BRAVES FIELD was home 
to the storied Boston 
Braves franchise prior to 
their movement to Milwau-
kee and subsequently 
Atlanta. The field was 
home to several other 
teams before it was ulti-
mately sold to Boston 
University and renamed 
Nickerson Field.
68 Appendix 2: Polaroids of Approximate Translation
Photo: Enas AlKhudairy Photo: Nate Imai
Photo: Ann Woods Photo: Ann Woods
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Photo: Kyle Barker Photo: Rena Yang
Photo: Stephen Fan Photo: Slobodan Radoman
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Photo: Richard Ong Photo: Jared Press
Photo: Stephanie Warren Photo: Alice Shay
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Photo: Midori Mizuhara Photo: Kyle Barker
Photo: Joshua Choi Photo: Karina Silvester
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Photo: Irina Chernakova Photo: Kyle Barker
Photo: Alexis Wheeler Photo: Eric Morris
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Photo: Colleen McHugh Photo: SunMin Hwang
Photo: Tyler Crain Photo: Jasper Campshure
74
Photo: Richard Ong Photo: Jasmine Kwak
Photo: Brian Hoffer Photo: Beomki Lee
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Photo: Galo Canizares Photo: Edrie Ortega
Photo: Sarah Hirschman Photo: Chris Rhie
76 Appendix 3: Precedents in Pop
“Perelman Quadrangle” (1988)
VENTURI SCOTT-BROWN & ASSOCIATES
Theorists of pop and postmodernism in
architecture, users of iconography and
graphic to convey architectural meaning.
“Strada Novissima, The
Presence of the Past” (1980)
HANS HOLLEIN
Appropriator of classical orders with
unexpected material and formal finishes.
“Living City” (1963)
ARCHIGRAM
Solidifiers of Pop in architecture
and champions of image-based,
polynucleic urban form.
“Habitable Bridge” (1996)
FUTURE SYSTEMS
Abstractors of historical and natural
referents with Finish Fetish and techno-
utopian influences.
“The Headington Shark” (1986)
JOHN BUCKLEY
Urban-facing sculptural installation
that reflects perceptions of history
and an emergent civitas.
“Swan and Dolphin Resort” (1987)
MICHAEL GRAVES
Use of figural systems and ornament
in order to conceal and reveal
commoditization of architecture.
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“Sign in the Park” (1981)
MICHAEL ASHER
User of allegory and readymade in order to
reveal authoritarian tendencies
in art practice.
“Morphologie: City Metaphors” (1982)
OSWALD MATHIAS UNGERS
User of irony, humor, and everyday
images to convey a comprehensive
meaning for urban patterning.
“Proposal for an addition to the Museum
des 20. Jahrhunderts in Berlin” (1968)
WOLF VOSTELL
Early adpoter of “the photoshop.”
“Technology/Transformation:
Wonder Woman” (1978–79)
DARA BIRNBAUM
Employing a dialectic between high art
conditions and popular perspective through TV.
“Late Submission to the Chicago Tribune
Architectural Competition of 1922:
Clothespin” (1967)
CLAES OLDENBURG
Early adpoter of “the readymade.”
“Heerlijkheid Hoogvliet” (2008)
FAT
Architecturalizers of particpatory, civic
urban architecture with place-embedded
history, multiple formal elements,
and iconography.
78 Appendix 4: Fry’s Electronics vs. Best Products
PALO ALTO:
WILD WEST
CAMPBELL:
EGYPT
WOODLAND HILLS:
ALICE IN WONDERLAND
ANAHEIM:
NASA
SAN JOSE:
MAYAN
SUNNYVALE:
SILICON VALLEY
BURBANK:
1950’S SCI-FI
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BEST PRODUCTS STORES,
JAMES WINES (SITE)
80 Appendix 5: Screenplay for a Live Model
PART I - APPROXIMATE TRANSLATION
CAM. BLACK
We open to a black screen as we hear a mix of sounds.
MUSIC_001
Loquasto International Film
Festival by Mark Mothersbaugh fades
in.
ME_001
Today, I am going to talk to you
about something I call "approximate
translation," and how this deals
with media, narrative, and
experience in urban design. Let’s
begin with Marshall McLuhan.
SLIDE_001 is displayed, with the title.
AUDIO_001
Audio clip from The Medium is the
Massage by Marshall McLuhan plays.
SLIDE_002 is displayed, showing a diagram of media and
space.
ME_002
McLuhan claims that understanding
design as a cultural process
requires a knowledge of the way
media works as environments. The
most advanced of understandings is
currently held by the designers of
what Norman Klein calls "scripted
space," but we might perceive as a
more vulgar appropriation of the
practice: theming.
MUSIC_002
It’s a Small World by Disney fades
in.
SLIDE_003, and animated GIF, is displayed as the Disney
music plays, showing Disneyland, Las Vegas, the West
Edmonton Mall, and a variety of other scripted spaces.
ME_003
But theming has become something of
a corrupt technique, all too mired
in its users aims to deceive and
(MORE)
(CONTINUED)
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CONTINUED: 2.
ME_003 (cont’d)
numb. We can certainly learn from
Las Vegas, or the West Edmonton
Mall, or Disneyland, but how do we
contribute toward the public good?
MUSIC_003
Prettyboy by Dan Deacon fades in.
AUDIO_002
Audio clip of Andy Warhol speaking
begins to play.
SLIDE_004 is displayed, an animated GIF showing various Pop
references.
ME_004
If we look to the closest relative
of theming within the art world
(Baroque times aside), one might
land on Pop. As every last mode of
cultural production has been
subsumed within the currents of
global capital, Pop remains as the
only means of commenting on this
trend with any efficacy as its
subsumption only transforms and
strengthens it into a sort of
undead beast, holding up a mirror
in one and hand a magnifying glass
on the other to our sorry state of
cultural affairs. Uh, no. Uh, yes.
SLIDE_005 is displayed, showing the initial Allston survey
of indigenous culture.
AUDIO_003
Audio clip of sounds from Allston
begins to play.
ME_005
Let’s begin with a place. Allston.
By any account, an extraordinarily
normal Boston neighborhood, a
trash-ridden student ghetto, a
working class neighborhood, a place
of decent, if a bit shabby, urban
fabric. But if we mine this
everyday urbanism, to use Margaret
Crawford’s term, we find a wealth
of what I call "indigenous
culture." Much like one of the
principal fallacies of preservation
(MORE)
(CONTINUED)
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CONTINUED: 3.
ME_005 (cont’d)
-- that there is some moment in
time that is more true or legitmate
than another -- indigenous culture
unpacks the many layers of often
changing and conflicting history
within a place. Norman Klein
variously refers to these morsels
of history as "phantom limbs,"
"social imaginaries," and
"simultaneous distractions." Here,
for example, it turns out that we
have the first commercial radio and
TV broadcasting station at WBZ, one
of the first auto malls at
Packard’s Corner, the Horace Mann
School for the Deaf and Hard of
Hearing where Alexander Graham Bell
developed his ideas for the
telephone and where Hellen Keller
learned how to speak, and the
apartment where Aerosmith penned
their first song, not to mention
many other layers of cultural
meaning in a neighborhood named as
an ode to the great American
painter and poet, Washington
Allston. And the point here, is
that if you can do this in Allston,
you can do this anywhere.
SLIDE_006 is displayed, showing the surrealization diagram.
MUSIC_004
Bowls by Caribou fades in.
AUDIO_004
Quote from Magnetic Fields by Andre
Breton plays: "The headland of our
original sins is bathed in the
slightly coloured acids of our
vaingloriuous scruples; organic
chemistry has made such great
advances."
ME_006
And one step further, another
tactic toward this critical end is
what I call "surrealization," a
process that unmasks the falsehood
of a discrete reality through a
dream-like suspension of disbelief,
accepting the fractures and
(MORE)
(CONTINUED)
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CONTINUED: 4.
ME_006 (cont’d)
fissures inherent to the popular
imagination of any place. This
process might be seen alongside
Walter Benjamin’s notion of
"allegory" as a means to apply new
meaning to empty signifiers, Roland
Barthes’s notion of "secondary
mythification" to reclaim
commoditized objects, or Benjamin
Buchloh’s depiction of Pop as a an
"act of quotation" as a means to
alter subjectivity.
SLIDE_007 is displayed, showing Fry’s Electronics and Best
Products stores.
ME_007
As a way of demonstrating
surrealization, we might compare
the straightforward theming of
Fry’s Electronics, here rendered in
"Alice in Wonderland" theme, verses
the surrealization of the retail
environment by SITE and James Wines
in the Best Products stores.
SLIDE_008 is displayed, showing the Process Diagram.
MUSIC_005
Loquasto International Film
Festival by Mark Mothersbaugh fades
back in.
ME_008
But let’s back up for a moment. At
the end of the day, approximate
translation is a design process. It
is the slant rhyme through which we
can poeticize banal, urban space.
To lay it out in clearer terms, it
goes something like this. Rather
than a conventional urban design
process of connecting and filling,
we first use an approximate
translation that I call
"displacement" on the urban
environment and indigenous culture
as a means of distilling
experiences and reducing complex
forms. We then use this formal
coherence and grouping, and
highlight local experiences through
(MORE)
(CONTINUED)
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CONTINUED: 5.
ME_008 (cont’d)
an approximate translation of
"replacement." Finally, as a means
to better understand the place and
to convey the temporal phonomena
that are otherwise left out of
conventional architectural
representation, we use the
approximate translation of
"surrealization" in this new urban
design by highlighting its
conflicting perceptions and
converting it to a dreamstate
within what I call a "live model."
Finally, this constructed reality
is put through a final approximate
translation into a communicatative
medium that can properly explain
the place and collapse conflicting
perceptions into a more holistic
and commonly held social imaginary.
SLIDE_009 is displayed, showing the conventional urban
design for Allston.
ME_009
So here we have a conventional
design for Allston. I have filled
in the urban fabric down Franklin
Street in North Allston, connecting
across the Mass Pike barrier, down
into Harvard Ave in Lower Allston,
linking the new Harvard expansion
with the core of the current urban
fabric. It stands on its own in
conventional terms and would
certainly make Allston a better
place. But there is so much more
that could be done!
MUSIC_006
Firecracker by Yellow Magic
Orchestra fades in.
SLIDE_010 is displayed, showing Allstonland.
AUDIO_005
Sounds from Hong Kong play in the
background.
ME_0010
We could, for example, use the
approximate translation of
(MORE)
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ME_0010 (cont’d)
displacement and transform Allston
into a theme park in Hong Kong!
This is key for the same reason
that Brecht’s required
metatheatricality: in order to get
out of this conventional box in
which we are stuck, the fourth wall
must be broken! Buchloh refers to
this as "cognitive shock."
Essentially, by placing the
indigenous culture of Allston into
a foreign environment, we can
better understand the narratives,
experiences, and mechanisms through
which Allston is, well, Allston.
SLIDE_011 is displayed, showing the program of Allstonland.
We also see a zoom-in on the CSX Excavation.
ME_011
Here we have a matrix that breaks
down all of the experiences that
one can have in Allstonland. Each
is a approximate translation of an
experience that one could have in
Allston -- for example, the CSX
Excavation is a tent-pole
attraction in Beacon Park that
unpacks the history of the CSX Rail
Yard. "Take an adventurous tour
through the layers beneath the CSX
Rail Yard, from an underwater
adventure, to an upper class comedy
of errors, to a high speed horse
race, to a tense rescue operation
of a rail line."
SLIDE_012 is displayed, showing the comparison of the
various Disney parks.
AUDIO_006
Sounds from a theme park of people
enjoying a ride play in the
background.
ME_012
The design of the park is meant to
compliment the existing Disney park
in Hong Kong, whose planned
expansion has been repeatedly
delayed due to a set of interesting
political issues. All Disney parks
(MORE)
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ME_012 (cont’d)
share a certain orgaizational
pattern, with the Magic Kingdom
parks having an axial layout, and
most other auxillary parks having a
clustered layout.
SLIDE_013 is displayed, showing a close up of the park
design.
ME_013
And here we can see the park in
greater detail, where the clusters
actually taken on a formal
coherence through a set of platonic
forms in their urban layout -- that
is to say, their plan. Harvard
Square, for example, is quite
literally, a square.
SLIDE_014 is displayed, showing a 3D version of the park, as
well as a fleshed out version of the CSX Excavation.
ME_014
Here we have the building envelopes
and, here again, we have a fully
fleshed out displaced experience in
the CSX Excavation ride.
MUSIC_007
Crips by Ratatat fades in.
SLIDE_015 is displayed, showing the second survey of
Allston.
AUDIO_007
Sounds of Allston streetscape play
in the background.
ME_015
And here we return to Allston and
our conventional urban design. Here
is mapped out the various
businesses that currently exist in
Allston. There already tend to be
trends in where types of businesses
cluster and, in fact, these can be
further clarified through our
plantonic form logic.
SLIDE_016 is displayed, showing the platonic form diagram of
New Allston.
(CONTINUED)
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ME_016
And here is New Allston. Grouped
into the square, the circle, the
corridor, the arcade, the corner,
and the park.
SLIDE_017 is displayed, showing the urban plan of New
Allston.
ME_017
And here, while more conventional
techniques might be used, say, here
where a re-imagined Harvard Square
provides a cohesive form for the
North Allston expansion, other
media can also be used like in the
Rock City Corrdidor, where directed
sound installations create a
continuous sense of space based on
music from Allston’s history as the
place for Boston’s popular music
scene.
SLIDE_018 is displayed, showing New Allston in 3D, along
with a focus on Brighton Hills Park.
MUSIC_008
Brazil by Cornelius fades in.
ME_018
And here again is what was
previously CSX Rail Yard, and was
displaced as CSX Excavation. We now
have the Brighton Hills Park, an
entirely new form of urban
development that transforms the
platonic form of the curve -- or
what I call "the park" -- into a
new multi-level armature for
development that incorporates a
roadway, a central park, and a
bridge that blends new development
into the existing fabric.
SLIDE_019 is displayed, showing the diagram of the live
model.
ME_019
And finally, as I mentioned, this
design process requires a new form
of representation as the
temporality of media, narrative,
and experience are ill-conveyed in
(MORE)
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ME_019 (cont’d)
conventional architectural and
urban design representation. This
is necessary for designing though
elements of narrative and
experience, for representing those
elements, and also for
understanding how those elements
are working. Here is a topology of
what I am calling the "live model"
which includes an abstracted
conventional model where elements
can be moved around -- you can
think of it sort of like a game
board -- and paired with a script,
libraries of audio-visual media,
and mixing equipment, the live
model is born.
SLIDE_020 is displayed, showing the diagrams of
architectural films.
MUSIC_009
Main Titles by Vangelis from Blade
Runner slowly fades in over the
narration and blends into PART II.
ME_020
As a means of understanding how
narrative unfolds in space, I
analyzed several films that are
considered "architectural" in order
to abstract the components that are
at play. Essentially, each film
boils down to three sets of
elements that interact: there is a
set of people or characters, which
are in a set of places, in which
several events unfold. The key
element that is crucial for the
spatial elements of the film to
take precedence is not necessarily
the places, though they can help.
It is that the overall construction
must be based on an internally
consistent situation or context
around which these three poles
revolve -- and it is for this
reason why science fiction films,
which require a well defined
situational logic, often are
perceived of as architectural. And
so here we have New Allstonland:
(MORE)
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ME_020 (cont’d)
the places are those that I have
designed, and the characters and
events you will discover. But the
situational context is a recently
changed Allston into New
Allstonland which drives
interpersonal connections that
would have not otherwise occured.
PART II - LIVE MODEL
CAM. BLACK
We fade back to a black screen as music begins to play.
MUSIC_001
Main Titles by Vangelis from Blade
Runner fades in.
CLIP_001 fades in. Footage of Allston: the Green Line
passing by, streets, people.
NARRATOR_001
Here are four intertwined stories
that take place in New Allstonland:
a concert, a car chase, a class,
and a cucumber.
CAM. STAGE
We see Spencer watching Stryke play a show on the stage.
AUDIO_001
The sounds from a live show begin
to fade in -- cheering, feedback,
etc.
MUSIC_002
Skryke’s music fades in. Horsepower
by Justice.
CAM. STAGE - REVERSE SHOT
NARRATOR_002
Here is Spencer Eliot. He is a
student at HBS watching a show at
Brighton Music Hall.
(CONTINUED)
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SPENCER_001
Sweet! Yeah, Stryke! You’re
awesome! Wooo!
CAM. STAGE
CLIP_002 is overlaid on the screen. Scene with replicants
from Blade Runner as though they were rock stars.
NARRATOR_003
And this is Stryke Samson, lead
singer of a once-popular rock band
"Stryke and the Knock-outs." Since
he’s gone solo, he’s started doing
more electronic music.
STRYKE_001
Thank you, Boston! Great to be
here!
CLIP_003 is overlaid on the screen. Scene of Jeff’s dream of
girlfriend Lisa from Rear Window.
NARRATOR_004
With the downturn of the recording
industry, however, Stryke has had
to stay on tour longer, limiting
the amount of time he is able to
spend with his family. New
Allstonland has implemented a new
media infrastructure that will
allow Stryke to collect royalties
from the comfort of his own home.
STRYKE_002
I just want to plug our
installation in the New Allstonland
Rock City Corridor. We’re along a
stretch of Chester Street and I
encourage you and your friends to
go check it out!
CLIP_004 is overlaid on the screen. Scene of the woman in
the blonde wig walking through the streets of Hong Kong from
Chungking Express.
NARRATOR_005
Why don’t we go take a look?
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CAM. STREET
We see the figures of Sandy and Seung on the street corner.
AUDIO_002
We hear the sounds of a busy street
fade in.
MUSIC_003
Stryke’s music installation fades
in. Parade by Justice.
SANDY_001
Ya hear that music playing --
that’s the new sound corridor!
CLIP_005 is overlaid on the screen. Scene of Cop 663 walking
his beat from Chungking Express.
NARRATOR_006
And here we have Sandy Bottoms, a
car dealer on the historic
Packard’s Corner car mall, chatting
with Seung Li Pak, a recent
immigrant to New Allstonland from
Korea.
CLIP_006 is overlaid on the screen. Scene of M. Arpel buying
a car from Mon Oncle.
SANDY_002
How about that?! I think it’ll
really tie us together with some of
the stuff that is happening over
around BU. I could use the
business! But you know, this car
will have sound that is even
better.
SEUNG_001
Eh, very interesting.
CLIP_007 is overlaid on the screen. Scene of M. Hulot
bumbling around the street from Mon Oncle.
NARRATOR_007
What, of course, is also
interesting but left unmentioned by
Sandy and Seung is the fact that
this car mall even exists to begin
with! A feat of imagination at its
inception during the turn of the
20th century, Packard’s corner fell
(MORE)
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NARRATOR_007 (cont’d)
out of favor in the Postwar era
with an influx of students and
immigrants. In New Allstonland, the
fine detailing and commercial value
of the auto mall has all been
lovingly re-created, perhaps even
better than before!
AUDIO_003
A sound clip of a loud car chase
plays.
SEUNG_002
Hey, what’s that?
MUSIC_004
Music fades in. Ironside by Quincy
Jones.
CAM. STREET - REVERSE SHOT
We are now focused on two cars that appear to be chasing one
another.
CLIP_008 is overlaid on the screen. It is of a car chase
scene from Brazil.
NARRATOR_008
And now it appears some kind of car
chase has taken place!
CLIP_009 is overlaid on the screen. Video of a car chase
news broadcast.
CAM. PARK
We now see the car apprehended with some police on the side
of the parkway.
AUDIO_004
A sound clip of someone reading
Miranda rights.
CLIP_010 begins to play overlaid on the screen as the
Narrator speaks. Clip of cop playing with airplane from
Chungking Express.
NARRATOR_009
But the devilish driver is no match
for the wiles of the new Brighton
(MORE)
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NARRATOR_009 (cont’d)
Park development! Equipped with a
central park, an opening to the
newly re-developed CSX Rail Yard
and Mass Pike interchange, and a
mixed-use armature that extends
from Harvard’s new development
soaring into the fabric of North
Allston, Brighton Park also happens
to have a specially trained police
unit specifically for this new,
unusual urban form. New Allston
continues Allston’s legacy of being
the densest and most popular
development in Boston through
expansion on, quite literally,
another level!
CAM. HOME
We see a person watching the previous scene unfold on their
television. The sound changes as though it is coming out of
the TV.
CLIP_011 is overlaid on the screen as the Narrator begins to
speak. Clip of Jeff watching his neighbors from Rear Window.
NARRATOR_010
And also incorporated into New
Allstonland is an integrated
live-media network where we can
watch what unfolds in any public
place in the confort of our own
home through live simulcast! While
the brains are located in the Media
Circle Circuit, we can see here
that a drone cam picked up the
action unfolding with the car chase
and is now stationed in Brighton
Park as the arrest is made.
AUDIO_005
Sound clip of TV channels changing.
CLIP_012 is overlaid on the screen. Clip of HAL watching the
crew from 2001: A Space Odyssey.
NARRATOR_011
The police are certainly aided in
the fact that everything,
everywhere, is broadcast live on
TV. Take that, Jeremy Bentham!
(CONTINUED)
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The person changes the channel and as they do so, several
media change.
CAM_CLASS is overlaid on the screen, with Swanson teaching a
class.
MUSIC_005
Loquasto International Film
Festival by Mark Mothersbaugh plays
along with the channel change.
AUDIO_006
We hear the channel change and
Swanson begins to speak.
NARRATOR_012
Ah, learning from home! Yet another
development in the hyper-networked
technology of New Allstonland --
where classes held in the
mediatheque of the Harvard Square
development are also open to
broadcast on TV. Here is Professor
Susan Swanson of Harvard Business
School.
CAM. CLASS
We cut to an actual video and sound of Swanson as she sits
on a desk and Spencer and a few other students listen in the
background -- the sound quality notable changes to sound
like real life.
SWANSON_001
And, as I said, Spencer, you are
going to have to find a specific
market for your product if you want
to see any kind of positive return.
CAM. CLASS - REVERSE SHOT
We now focus on Spencer.
NARRATOR_013
And here again we have Spencer.
Back from his concert, he is
dutifully in class.
SWANSON_002
That isn’t to say your idea has
merit, Mr. Eliot. But just think
about that.
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CLIP_013 is overlaid on the screen. The apes are just
discovering how to use tools from 2001: A Space Odyssey.
NARRATOR_014
It seems that Spencer has come up
against a wall in his business
plan. Here in HBS’s new ideas lab,
entrepreneurialism is encouraged in
more of an MIT model rather than
its historic focus on the pillars
of finance and management. It is
located in the Harvard Square
development, a condensed,
mixed-use, institutional
development that solves the spatial
problem of Harvard’s balkanization
-- not to mention, its lack of an
actual square. In our
birds-eye-minds-view we now have a
clear formal sign for the new and
emerging Harvard of New
Allstonland.
CLIP_014 is overlaid on the screen. Maria is showing the
children a pleasure garden in Metropolis.
SWANSON_003
I’ll tell you what, Mr. Eliot. If
you convince me of this plan for a
small business bank that has roving
tellers instead of branches, and
you fill out this gap, hell, I’ll
see to it that we find a grant for
your proposal.
NARRATOR_015
Quite literally, the square has
taken on and condensed Harvard’s
expansion in Allston, and allowed
it to merge more seamlessly with
the surrounding urban environment.
Who know’s what kind of
cross-pollination now might be
possible? Even Spencer can only
dream...
SPENCER_002
Oh, thank you Professor Swanson! I
won’t let you down!
CLIP_015 is overlaid on the screen, a dream sequence from
Brazil of Sam Lowry flying through the clouds, representing
what Spencer thinks might be possible.
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CAM. MARKET
MUSIC_006
Music fades in. Car24 by Yoko
Kanno.
AUDIO_007
We hear the sounds of a street
market.
We now cut to Spencer at the market. He comes up to Seung at
one of his stands.
NARRATOR_016
And here we are at the
International Market Arcade. We’ve
come full circle with Spencer, from
our time at the concert, and here
we see Seung Li again.
CLIP_016 plays overlaid on the screen as Seung attepmts to
do business. Grot and the workers toil from Metropolis.
SEUNG_003
Great cumcumbers today. Fresh in
from California. Tell you what, I
usually sell them for two dollars
each, but I’ll sell you three for
five dollars.
(Is taken aback by a quick
affirmation.)
Yeah? Huh, you’re not much for
bargaining, are you? But trust me
on this, I’d sell for cheaper but
I’m getting gouged, you know?
Produce middlemen take so much,
then the banks take so much, and I
don’t even have time to sell that
often because I’m always running
around between them all!
CLIP_017 plays overlaid on the screen as Spencer has his
realization. It is the infinite space scene from 2001: A
Space Odyssey.
MUSIC_007
So Danco Samba by Getz and Gilberto
fades in as we transition to the
infinite space video and fade out.
SPENCER_003
Gouged? Middle man? Banks? Eureaka!
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As the Narrator says their last line, we fade fully to the
infinite space video, and then to black.
NARRATOR_016
And there goes that
cross-polination. It looks like
you’ve just witnessed the beginning
of another great American company.
And it’s all thanks to New
Allstonland! Of course, Seung
didn’t mention that he is saving a
boatload of cash by leasing out his
kiosk for only certain hours of the
day, or that he has a huge
following of his specialty food
items, both thanks to the novel
legal and marketing structuring of
the International Market Arcade.
But so it goes, and like they say,
New Allstonland is great because it
sure beats Allston!
Black out.
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104 Appendix 7: Original Proposal—An Urban Massage
In Kissing Ar-
chitecture, Sylvia 
Lavin develops a 
theory of “con-
founding 
mediums” in 
which architec-
ture transcends 
conventional 
modes of ex-
pression when it 
(particularly its 
surfaces) is
by another me-
dium.1 Can this 
theorist, Marshall McLuhan 
offers an expanded version of 
Lavin’s insight:
All media work 
us over completely. 
They are so per-
vasive in their 
personal, political, 
economic, aes-
thetic, psychologi-
cal, moral, ethical, 
and social conse-
quences that they 
leave no part of us 
untouched, unaf-
fected, unaltered. 
The medium is 
the massage. Any 
understanding of 
social and cultural 
change is impos-
sible without a 
Pop in the Production of Public Space
theory be under-
stood at the ur-
ban scale? As I will 
show, urban environments have 
aspects beyond architectural sur-
faces that demand transgression. 
Urban signage, with its unique 
semiotic structure, is an aspect 
that cannot be understood on 
the same terms as the surface. 
Urban spaces are also composed 
of rich sound- and smell-scapes 
that offer a means for confound-
ing. And urban space occurs in 
place: its social and temporal 
aspects create stories. In other 
words, the meta-theory may hold 
water, but its particularities to 
architecture need to be expand-
ed beyond the surface. Another 
TRANSGRESSED
(right)
Pipilotti Rist, Pour Your Body Out (7354 
Cubic Meters), 2008. Multichannel audio 
video installation. The Museum of Modern 
Art, New York.
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knowledge of the 
way media work 
as environments.2
Indeed, Lavin obliquely hints 
at this possibility: she states that 
what the work of artist Pipilotti 
Rist “offers to architecture stems 
not so much from the particu-
lar content of Rist’s work but 
from her use of a medium.”3 As 
McLuhan’s widely-quoted apho-
rism states, the medium is the 
message—or, at least part of it. 
If Lavin’s theory on confl ating 
mediums is not based on content 
but, rather, the formal properties 
of a medium itself, it would logi-
1 Sylvia Lavin, Kissing 
Architecture (Princeton, NJ: 
Princeton University Press, 
2011), 30.
2 Marshall McLuhan and Quentin 
Fiore, The Medium is the 
Massage: An Inventory of Effects 
(New York: Bantam Books, 
1967), 26.
3 Lavin, Kissing Architecture, 23.
cally extend beyond architecture 
and projection toward all forms 
of media. In the case of urban 
environments, their structure is 
more complex and dynamic than 
architecture (indeed, architec-
ture is subsumed within the 
urban environment) and this 
complexity and dynamicism is 
matched by a number of kissable 
aspects beyond the architectural 
surface.   So it would seem that an urban 
version of Lavin’s theory might not 
involve a kiss, but rather, a
full-
body
massage.
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“tame” problems that other disci-
plines solve.4 While the sciences 
can work toward discrete solu-
tions through controlled experi-
ments, planning problems have 
no clear defi nition, are not imme-
diately testable, and lack enu-
merable solutions sets, among 
other distinctions that Rittel and 
Webber describe—how does one 
address, say, questions of 
environmental justice, 
long-term energy pro-
vision, or the evapora-
tion of public space? 
An urban massage offers a multi-
valent, fuzzy5
means through which one can 
begin to move beyond descrip-
tion and critique of urban condi-
tions and toward action upon 
them. Of course, prior to utilizing 
a massage methodology, one 
needs to understand the pres-
sure points of an urban environ-
ment. One way to do this (in true 
wicked problem form, there 
are likely other means to this 
end) would be to have an urban 
model that highlights the particu-
larly kissable or mediatic aspects 
of such environments.
4 Horst W. J. Rittel and Melvin 
M. Webber, “Dilemmas in a 
General Theory of Planning,” 
Policy Sciences 4 (1973): 
155–169.
5 See the literature on fuzzy 
logic by Lotfi  Zadeh et al.
This massage is timely:
urban
systems
are
knotty
and
tense.
  Horst Rittel 
and Melvin Webber described 
many of the complexities and 
problems facing urban areas 
as “wicked” in contrast to the 
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There is already at least one 
structure that offers a micro-
cosm of the urban, requires the 
discipline of architecture, and is 
particularly prone to the con-
founding of media:
The Theme Park.
108 as an object of inquiry and target 
of intervention. It is an age old 
question and one particularly 
relevant at the contemporary 
moment with the rise, hiccup, 
and continuing strength of neo-
liberal capital through the 2008 
economic crisis.7 As Rem Kool-
haas has written, Singapore may 
be the quintessential manifesta-
tion of this ongoing trend in its 
uniquely extreme confl ation of 
state interests and global capital 
toward its aims of ultra-rapid 
development and modernization, 
resulting in “the generic city,” or 
what could be seen as an entire 
urban sphere of content-vacant 
surfaces waiting to be kissed 
(and presently impregnated with 
the products of global capital):
6 See Michael Sorkin, ed., 
Variations on a Theme Park: The 
New American City and the End 
of Public Space (New York: The 
Noonday Press, 1992).
7 For a good survey of its 
historiography, see OASE 71.
Theme parks offer a con-
trolled, constructed environment 
in which urbanism and architec-
ture are intentionally confl ated 
with sensorial, affective, expe-
riential, and graphic media. As 
Michael Sorkin and others have 
bemoaned, the city has already 
become some version of a theme 
park as the Disneylandifi cation 
and McDonalization of the world 
has set in, courtesy of the forces 
of globalization.6 These claims 
are generally critical and, indeed, 
there is cause for concern inso-
far as dream factories like Dis-
ney are complicit in the forces of 
neoliberal capital, privatizing the 
last vestiges of public space. And 
the evaporation of public space 
may be the issue par excellence 
109
Singapore is perhaps the fi rst semiotic state, . . .
110
. . . a Barthian slate, . . .
111
. . . a clean synthetic surface, . . .
112
se -
mantics—
not in an at-
tempt to decode 
what already exists 
but as a prospective 
construction of 
political mean-
i n g . 8
drawn, 
tested like 
weather bal-
loons. Singapore 
is run accord-
ing to Machi-
ave l l ian 
   
... a fi eld at 
once active and 
neutralized where 
political themes or 
minimal seman-
tic particles can 
be launched 
and with-
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8 Rem Koolhaas, “Singapore 
Songlines: Portrait of a Potemkin 
Metropolis . . . or Thirty Years 
of Tabula Rasa,” in S,M,L,XL 
(New York: The Monacelli Press, 
1995), 1039.
9 Fumihiko Maki quoted 
in Koolhaas, “Singapore 
Songlines,” 1049.
Koolhaas goes on to describe 
the development of Singapore 
through quoting Fumihiko Maki, 
the Metabolist thinker who helped 
develop the city’s urban form and 
claimed with regards to his own 
formal ideology, “the most impor-
tant factor in group form . . . [is] 
the treating of mediating public 
spaces.”9 Though in the end, Kool-
haas claims that still suffers a
114
“Promethean hangover, . . . grasping for 
new themes, new metaphors, new signs to 
superimpose on its luxurious substance.”10
115
Singapore is waiting to be the 
poster child for city-as-theme-
park but it is as it stands just so 
much generic space, a city with 
no theme. As Lee Kuan Yew bro-
kered a Faustian founding for his 
city-state, it became an entrepot 
in the global fl ow of capital, giv-
ing up the public sphere in favor 
of the Asian economic miracle. 
State control over the various 
mediatic entities in Singapore is 
typifi ed by Temasek Holdings, the 
state-owned investment compa-
ny run by Ho Ching, wife of Prime 
Minister Lee Hsien Loong. Temas-
ek owns Mediacorp, the largest 
media broadcaster in Singapore, 
as well as Singapore Telecom-
munications, the largest inter-
net, mobile, and phone provider 
in Singapore. With confounding 
mediums comes unsolicited in-
tervention—as Yamaguchi’s non-
presence in Rist’s installation 
suggests11—and such a kiss can-
not occur through the vehicle of 
top-down, state controlled media 
enterprises. The entrepreneur-
ial architect or planner—what 
Markus Miessen might call—is
10 Koolhaas, “Singapore 
Songlines,” 1077.
11 Lavin, Kissing Architecture, 
1–4.
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117
a “cross                         bench practitioner”
12
12 See Kenny Cupers  
and Markus Miessen, 
“Participation and/or 
Criticality? Thoughts on 
an Architectural Practice 
for Urban Change,” in 
“Socio—,” ed. Jonathan 
Crisman, Thresholds, no. 
40 (2012): 109.
118 the necessary agent for perform-
ing an urban massage.
Clearly, the notions of the 
theme park and urban media 
hold sway over the nature of 
urban issues and, in particular, 
public space. But politics aside, 
fi ghting fi re
do theme parks offer a means for 
an urban massage when analyzed 
purely on formal (i.e., divorced 
from its political) terms? If so, 
such an understanding may offer 
means for
119
ventional modes of expression 
as Lavin’s theory dictates—and 
these conventional modes within 
the urban sphere are decidedly 
expressive of global capital.
with fi re,
of a public sphere are gasping 
for new content and should that 
content be presented through a 
confounding medium, they may 
be capable of transcending con-
for instating public space in the 
face of global capital with the 
very structure that it unwittingly 
created. Indeed, as Koolhaas sug-
gests, these urban spaces devoid 
120Furthermore, theme parks 
operate on populist terms and 
use of their formal properties 
affords an easy path toward wide 
release—a necessity when deal-
ing with something as massive 
as public space. While Adorno 
and Horkheimer have long since 
implicated popular culture as a 
means through which the masses 
can be controlled by market 
interests,14 fi gures like Mark Jar-
zombek have claimed the realiza-
tion of Adorno and Horkheimer’s 
fears (that high culture would be 
tainted by the wiles of mass me-
dia), sounded the death knell for 
other supposed high or critical 
modes of cultural production—
particularly architecture—and 
called for the
embrace of
the death
of culture
through the
championing of
Pop. 
13 See Max Horkheimer and 
Theodor W. Adorno, “The 
Culture Industry: Enlightenment 
as Mass Deception,” in Dialectic 
of Enlightenment (New York: 
Herder and Herder, 1972), 
120–167.
14 See Mark Jarzombek, 
“ECO-POP: In Praise of Irony, 
Hyperbole, and Readymades,” 
Cornell Journal of Architecture, 
no. 8 (2011): 58–62. Several 
of the articles in Perspecta, 
no. 40 (2008) are also worth 
looking at, building upon the 
notion of contemporary cultural 
and architectural production’s 
zombie-esque, undead nature.
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15 Margaret J. King, “The Disney 
Effect: Fifty Years After Theme 
Park Design,” in Disneyland 
and Culture: Essays on the Parks 
and Their Infl uence, ed. Kathy 
Merlock Jackson and Mark I. 
West (Jefferson, NC: McFarland, 
2011), 225.
And why not? Why shouldn’t an intelligent
re-animation of the corpse of cultural production
allow the reverse, for the markets to be controlled by mass interests? 
As Margaret King has described, Disneyland’s success came with an 
intentional shift from amusement park to theme park, “embodying 
critical shared cultural values as embeded in history, innovation, 
adventure, and fantasy.”15
122Furthermore, the process 
by which this occurred was by 
making
“the
invisible
and
a   b      s  t        r        a   c  t
concrete”
123
—in other words, spatializing the 
popular imagination through a 
mediatic appliqué
 
on urban form.16
16 Ibid., 226.
124While the joys of Pop are 
easy to sell, the nature of con-
temporary cultural production 
complicates its pithy, PR under-
standing. When Pop went high 
culture, starting with the 1956 
This Is Tomorrow 
exhibition at the Whitechapel 
Art Gallery in London, it began 
the process of wiping clean the 
visage of art from its avant-garde 
face paint.17
125
17 For more on this auspicious 
beginning, see The Institute 
for Art and Urban Resources, 
This Is Tomorrow Today: The 
Independent Group and British 
Pop Art (New York: The Institute 
for Art and Urban Resources, 
1987).
But today we are at a point 
where the vacuity of art, or at 
least its complicity in the ma-
chine of global capital, is widely 
acknowledged (as Jarzombek 
et al. suggest) and the bound-
ary between high and low are 
has been all but erased leaving, 
at best, a blurry reminder of its 
former existence. The complica-
tions of Pop today, rather, are 
what Kazys Varnelis describes as 
“network culture.” 
With the ease of knowledge 
transfer enabled by the Internet, 
Varnelis cites Nicholas Bour-
riaud’s observation that artists 
“don’t really ‘create’ anymore, 
they reorganize.”18 What’s more, 
the distinction between artist 
and viewer have collapsed with 
the rise of participatory media:
18 Nicholas Bourriaud, “Public 
Relations,” interview by Bennett 
Simpson, ArtForum (April 2001): 
47.
126In the case of art and architecture, 
Jameson suggests, a widespread 
reaction to the elitism of the 
modern movement and the new 
closeness between capital and 
culture led to the rise of aesthetic 
populism. Network culture 
exacerbates this condition as well, 
dismissing the populist projection 
of the audience’s desires onto 
art for the production of art by 
the audience and the blurring of 
boundaries between media and 
public. If appropriation was a key 
aspect of postmodernism, network 
culture almost absentmindedly uses 
remix as its dominant process.19
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19 Kazys Varnelis, “Conclusion: 
The Meaning of Network 
Culture,” in Networked Publics, 
ed. Kazys Varnelis (Cambridge, 
MA: MIT Press, 2008), 150.
128If the contemporary condition is such that even participatory 
media is complicit within the system of global capital, some kind 
of subversion of Pop media must allow for an escape. And, like the 
convenient existence of the theme park (again, other possibilities 
probably exist), there already exists an process by which Pop can be 
subverted:
S
U
R
R
E
A
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I
M.
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The subconscious, anti-rational, nonconformist manifesto laid out by André Breton in 1924 describes 
the machinery necessary for subverting neoliberal capital long before it ever set in as the dominant 
meta-narrative of our time.20 It both fl ies in the face of the hyper-rationality of global capital and can 
fi ll up its tank with the unconscious mass-sensibility responsible for Pop. Its history is 
littered with examples that seem to be some kind of populist dream, revealing psychological realities of 
mass fears and hopes. Furthermore, its method is the network culture mash-up: surrealist work takes 
the images of our mind and represents them in tangible form, revealing their true nature though photo-
shopping:
 image fi lters,
  free transformation,
   and layering.
20 See André Breton, Manifestoes 
of Surrealism (Ann Arbor, MI: 
University of Michigan Press, 
1969)
13021 See Julie Kogler and Giorgio 
Calcara, eds., Apocalypse Wow! 
Pop Surrealism, Neo Pop, Urban 
Art (Milan: Silvana Editoriale, 
2009).
22 Merry Karnowsky, “Pop 
Surrealism at the Ends of the 
Earth,” in Apocalypse Wow! 
Pop Surrealism, Neo Pop, 
Urban Art, ed. Julie Kogler and 
Giorgio Calcara (Milan: Silvana 
Editoriale, 2009), 95.
Not coincidentally, new 
popular movements of street art 
have been called “Neo Pop” 
and “Pop Surreal-
ism,”21 a clear mode of confl at-
ing mediums if there ever was 
one. Utilizing the Pop method of 
repetition, Pop Surrealism took 
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The precious 
material of an 
unequal mass media 
production 
power structure 
is ripe territory 
for subversion, 
indeed.
133
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In fact, Pop Surrealism’s development also offers a site of intervention, a testbed for experimentation:
135
Los Angeles!
136
24 Ibid.
Beyond the ob-
vious correlation 
between LA, me-
dia empires, and 
Disney, as Kar-
nowsky describes, 
“Pop Surrealism’s 
‘ground zero’ 
might be most eas-
ily traced back to 
MoCA curator Paul 
Schimmel’s 1992 
exhibition
  L. A. Art 
in the 1990s, a col-
lection that includ-
ed pieces by Rob-
ert Williams and a 
trio of artists who 
continue to make 
solid and meaning-
ful inroads into 
fi ne art: Paul Mc-
Carthy, Mike Kelly, 
and Raymond Pet-
tibon.”24
(right)
Jonathan Crisman, In the Pavilion of the 
Grey Clown, 2012. Reproduction of Robert 
Williams, In The Pavilion of The Red Clown, 
2001, in black and white and cropped.
HelterSkelt
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Other key fi gures in the 
movement also operate out of 
California: Gary Baseman (who 
began his career in Disney’s stu-
dios) and Tim Biskup. And as far 
as the rigor of an urban study is 
concerned, Los Angeles affords 
comparison as a one-off insofar 
as its been implicated, connect-
ed, and described ad infi nitum 
with relation to urban theory, 
World Cities, and analytical 
methodologies at large by the so-
called LA School, including fi g-
ures like Mike Davis and Edward 
Soja, and by those infl uenced 
by Michel de Certeau’s ideas on 
“the everyday” such as Margaret 
Crawford and John Chase.25 With 
a methodology as nascent as the 
kiss (to say nothing of the mas-
sage) such a grounded discipli-
narity is a necessity.
139
25 See Mike Davis, City of 
Quartz: Excavating the Future 
in Los Angeles (London: Verson, 
1990); Edward W. Soja, 
Postmodern Geographies: The 
Reassertion of Space in Critical 
Social Theory (London: Verso, 
1989); Michel de Certeau, 
The Practice of Everyday Life 
(Berkeley, CA: The University of 
California Press, 1984); John 
Chase, Margaret Crawford, 
and John Kaliski, Everyday 
Urbanism (New York: The 
Monacelli Press, 1999).
140 So where does that leave us?
141
What are we doing again?
142 Appendix 8: Hong Kong, Tokyo, Singapore
Note: The author visited Hong Kong, Tokyo, and Singapore during the summer of 2012 in order to exam-
ine how some of the concepts in Approximate Translation have played out in urban space. These cities were 
selected for several reasons—they were foreign enough as to provide a certain sense of “cognitive shock” or 
“displacement” for the author, allowing for isolation of and clarity in thought; they were familiar enough in 
that English was often used in order to facilitate conversation and interviews; they were interrelated insofar as 
they are all key fi nancial centers around the Pacifi c Rim; and they are noted examples within the World Cities 
literature as to suggest their primacy and in having the Approximate Translation concepts potentially devel-
oped further than elsewhere. Theme parks were visited in each city (and Disney theme parks, in particular, in 
the cases of Hong Kong and Tokyo) in order to unpack the research performed with regard to these structures. 
The photos contained herein are demonstrative of the ways theming and scripted space play out within each 
culturally-specifi c milieu, though are by no means an exhaustive set of data collected during the trip.
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148 Appendix 9: Disneyland
Note: The author visited Disneyland in Anaheim, CA several times during the summer of 2012. Several 
interviews were conducted and are intended to provide a data set for later use, though certain conclusions 
were used within Approximate Translation. The photos provided here are meant to be demonstrative of these 
interviews and are not meant to comprise a complete data set of their own.
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152 Image Credits
Note: All images contained in Approximate Translation were created or modifi ed by the author unless 
listed below with the exception of the images in Appendix 2, which were created for the author by the persons 
noted beneath each individual image.
Page 54—“Presidio-modelo2” by Friman from Wikimedia Commons (modifi ed by author). “Judge Judy KRT 
Photograph” by Chas Metivier of the Orange County Register (modifi ed by author).
Page 57—“The Greek Classical Orders” from “Lecture Notes: Mediterranean Civilizations, ca. 2000 BC – 
AD 500” by Robert W. Brown (modifi ed by author).
Page 59 (and elsewhere)—Film stills from following fi lms: Blade Runner (Ladd), Rear Window (Para-
mount), Chungking Express (Jet Tone), Mon Oncle (Gaumont Distribution), Brazil (Embassy Internation-
al Pictures), 2001: A Space Odyssey (MGM), Metropolis (UFA), and Solaris (Creative Unit of Writers & 
Cinema Workers) (all are modifi ed by author).
Page 61—“David Byrne” and still from True Stories from Glenn Adamson (ed.) et al., Postmodernism: Style 
and Subversion, 1970-1990 (London: V & A Publishing, 2011) (modifi ed by author).
Page 78—Images courtesy of Jonathan Yu.
Page 79—Images courtesy of SITE Environmental Design, Inc.
Pages 76–77—“Perelman Quadrangle” from Robert Venturi and Denise Scott Brown, Architecture as Signs 
and Systems: For a Mannerist Time (Cambridge, MA: Belknap Press, 2004); “Swan and Dolphin Re-
sort” and “Strada Novissima” from Glenn Adamson (ed.) et al., Postmodernism: Style and Subversion, 
1970-1990 (London: V & A Publishing, 2011); “Habitable Bridge” from Marcus Field, Future Systems 
(London: Phaidon, 1999); “Living City” from Simon Sadler, Archigram: Architecture Without Architec-
ture (Cambridge, MA: MIT Press, 2005); “Headington Shark” from Keito64 at http://keito64.wordpress.
com/; “Proposal for . . .” and “Late Submission to . . .” from Dick Higgins and Wolf Vostell, Fantastic 
Architecture (New York: Something Else Press, 1971); “Heerlijkheid Hoogvliet” from FAT at http://fash-
ionarchitecturetaste.com/; “Morphologie” from O. M. Ungers, Morphologie = City Metaphors (Kö ln: W. 
Kö nig, 1982); “Sign in the Park” from Stephanie Barron, Art in Los Angeles: The Museum as Site—Six-
teen Projects (Los Angeles: LACMA, 1981); and “Technology/Transformation” from T. J. Demos, Dara 
Birnbaum: Technology/Transformation (London: Afterall, 2010) (all modifi ed by author).
Pages 102–103—Images produced for the author by Nate Imai, Kevin Young Lee, and the author.
Page 105—“Pour Your Body Out” by Pipilotti Rist from Sylvia Lavin, Kissing Architecture (Princeton, NJ: 
Princeton University Press, 2011) (modifi ed by author).
Pages 112–113—Background image by Fumihiko Maki from Toward Group Form, 1960.
Page 114—Digital sculpture of Prometheus by Scott Eaton.
Page 115—“Lee Kuan Yew” from Rem Koolhaas et al., S,M,L,XL (New York: Monacelli Press, 1995).
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Page 121—Boris Karloff in Frankenstein (1931) by James Whale (Universal).
Page 124—Cut out from “Just what is it that makes today’s homes so different, so appealing?” (1956) by 
Richard Hamilton (modifi ed by author).
Page 128—Cut out from “The Persistence of Memory” (1931) by Salvador Dali (modifi ed by author).
Page 133—“Elizabeth Taylor (Diamond Divas)” (2004) by Vik Muniz.
Page 137—“In the Pavilion of the Red Clown” (2001) by Robert Williams (modifi ed by author).
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